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Introduction: The American Land

Bruce Springsteen is an artist who has recorded many songs about his homeland, the United States of America. An obvious example is the famous 'Born in the USA' , which mentions the country explicitly in the title, but classics such as 'Thunder Road' and 'The Promised Land' are also rife with very American imagery of broken-down cars and “rattle-snake speedways.” One of the latest instances of The Boss's American fascination is the song 'American Land.' A live version of this number appears on a special edition of Springsteen's 2006 album We Shall Overcome: The Seeger Sessions. It begins with the artist shouting at a New York audience: “We got an immigrant song for New York City!” What follows is a joyous five minute folk-fest of banjo's, violins and guitars. The song's protagonist relates to his loved one how, in America “where women wear silk and satin to their knees,” “sweets are growing on the trees” and how “gold comes rushing out the river straight into your hand, if you make your home in the American land.” The liner notes of the album reveal that the song was based on an adaptation of 'He Lies in the American Land', a poem by Slovakian immigrant Andrew Kovaly. Pete Seeger, folk music's pater familias, had turned this poem into an English song in 1947. Although 'American Land' was based on Seeger and Kovaly's work, it was in fact a Springsteen original. He wrote it especially for the tour which accompanied The Seeger Sessions. This album comprised of reworkings of old folk songs, such as the famous 'Jesse James', which had previously been popularized by countless artists, among whom Woody Guthrie and Irish folk-punk band The Pogues, and the classic 'We Shall Overcome', which was a staple of the 1960's protest movement. Now what would cause a rock 'n roll singer such as Springsteen to record these old songs? 'Jesse James' was first recorded in 1924 and the first appearance of 'We Shall Overcome' even predates that by 23 years. One could say it is an exploration of his artistic roots. After all, rock 'n roll is a descendant of the blues, and the blues mostly originates in folk songs from the 1800's and early 1900's. I would argue that there is more to it than that. This is the first time Springsteen has chosen the form of folk music, but, as his entire back catalogue proves, the country he lives in is almost his topic of choice. There is a fascination for America, as a specific topic for literature and music, and a desire to tap into its cultural and historical resources that goes much deeper.
	For Bruce Springsteen is not the first, and most certainly not the only American artist who has chosen to write about his country. J. Hector St. John de Crèvecoeur, an immigrant from France, asked himself the question “What is an American?” in 1782. He explains what kind of country these newly formed United States are in Letters from an American Farmer: “(...) we are the most perfect society now existing in the world. Here man is free as he ought to be, nor is this pleasing equality so transitory as many others are.” (442) All the peoples of the world have come together in this 'new' continent and “from this promiscous breed, that race now called Americans have arisen.” (443) In 1782 America had been independent for just a few years, so the need to stake out its identity is perhaps a logical one at the time. But throughout the years of its existence, the question that De Crèvecoeur raises, “What is an American?” and, in its wake, “What is America?” arises time and time again. From the mid-nineteenth century, when Ralph Waldo Emerson's lecture “The American Scholar” was declared America's “Intellectual Declaration of Independence” by author Oliver Wendell Holmes, Sr., to the 1930's, when Depression era artists went into the heartland to search for the 'true' America there, all the way to rock 'n roll artists such as Springsteen and Bob Dylan before him, who choose to pick the country as the topic of their songs. Why this need to write, and more importantly re-write, the story of America over and over again? That is what I would like to investigate in this thesis.
	The aforementioned Ralph Waldo Emerson is a very important thinker in this context. He provided some of the concepts that form the basis of American thought on this matter. In the 1844 essay Experience he calls for American writers to stand up and write about their country:

We have yet had no genius in America, with tyrannous eye, which knew the value of our incomparable materials (…) Our logrolling, our stumps and their politics, our fisheries, our Negroes, and Indians, our boasts, and our repudiations, the wrath of rogues, and the pusillaniminity of honest men, the northern trade, the southern plantations, the western clearing, Oregon, and Texas, are yet unsung. Yet America is a poem in our eyes; its ample geography dazzles the imagination, and it will not wait long for metres. (21-22)

Emerson is one of the most important thinkers of what F.O. Matthiessen calls the “American Renaissance” in his 1941 book of the same name. He specifically looks at the years 1850 to 1855, when in just five years some of the all-time classics of American literature were written. Melville's Moby Dick, Hawthorne's The Scarlet Letter and Whitman's Leaves of Grass all came into being during this brief timespan. That is why Matthiessen looks at this time period as a renaissance of sorts, as he explains in the introduction to his book:

It may not seem precisely accurate to refer to our mid-nineteenth century as a re-birth; but that was how the writers themselves judged it. Not as a re-birth of values that had existed previously in America, but as America's way of producing a renaissance, by coming to its first maturity and affirming its rightful heritage in the whole expanse of art and culture. (vii)

The significance of the era lies in the fact that America came “into its first maturity” after having gained its independence some time ago and its artists felt the need for the first time, on the heels of Emerson's lectures and essays, to produce something that was uniquely American. “Back there, America was put on the cross, died and was resurrected,” as Bob Dylan said in his autobiography Chronicles: Volume One. (86) Herman Melville, for instance, exclaimed in his 1850 essay on Nathaniel Hawthorne's Mosses from an Old Manse: “And we want no American Goldsmiths, nay, we want no American Miltons. It were the vilest thing you could say of a true American author, that he were an American Tompkins. Call him an American, and have done, for you can not say a nobler thing of him.” (citation needed) Artists from the new world sought to stake out its identity against the old world which had once ruled it, and that shines through in the work of the era. 
	 A.N. Kaul in his book The American Vision: Actual and Ideal Society in Nineteenth-Century Fiction, makes a very important distinction between the representation of community and society in America nineteenth-century literature, the American Renaissance period. 'Society', as it is represented in these works, is defined by a set of rules that stifle the individual, and Kaul describes the American opinion of society as “no more than an evil and chimerical invention.” (8) Community life, however, figures in American fiction as “an unstated ideal, a measuring rod rather than a blueprint for actuality.” (9) Artists from the American Renaissance experimented with the concept of community, with alternative modes of organised living, in their writings. They thereby wrote about their country, following Emerson's statements on the writing of America, in a very specific way, using the “unstated ideal” of community as their site for experimentation. Notably, I would like to argue, this is the case in Hawthorne's The Blithedale Romance and Herman Melville's The Confidence-Man: His Masquerade. For my thesis I will mostly be looking at these two novels. Hawthorne's novel is about a young writer, Miles Coverdale, who travels to what would be considered a commune today and lives among its inhabitants for a summer. It deals with community very directly in that sense, and is therefore extremely interesting to look at in the context of this thesis. The Confidence-Man has the same qualities, although is a very different novel. It is a highly allegorical tale of a Mississippi steamboat, the Fidèle. On board is a trickster who assumes various identities to gain people's confidence. This confidence has a double layer, as the trickster repeatedly swindles people out of their money. On the other hand, it is a valuable basis for community, as the novel also shows. Thereby it gives us an idea what community actually entails, what is at its basis. The distinction between society and community will prove to be at the basis of my thesis. Whereas society, in its representation in in America nineteenth-century literature, is rigid and stifling, community is a freeplace for experimentation. How community is written, and how open-ended it is by very definition, will become clear throughout the various chapters.
	A proper theoretical outline of community is therefore needed before I get started on my analysis of how it is written into the two novels I wish to discuss. In the late 1980's and early 1990's Jean-Luc Nancy and Giorgio Agamben outlined the concept of community and its relation to literature. Their ideas come very close to community as it is written in literature of the American Renaissance, and therefore I will use their thought, that I will describe in the first chapter, as a theoretical basis for my analysis of the novels. Nancy starts off by explaining how the indiviual, by itself, is meaningless. It has the natural inclination to join with other individuals, or singularities as he also calls them, and form a community. But this does not mean the individual's meaning is defined by this community. That would be communion, the immersion of a singularity into a bigger whole. For instance, someone who belongs to a big family is not defined by that fact, this family is not what defines him. And, in the context of this thesis, an individual is not defined by the country he is from. Community, for Nancy, means singular beings or individuals who, by their very nature, stand in communication with each other. Community exists in this place of communication and not in some grand narrative that binds singular beings together. This distinction will become very apparent in the discussion on The Blithedale Romance, where community is favoured over a grand narrative of philanthropism, that one Blithedale's inhabitants champions. Nancy also gives an explanation of the role that literature has to play in the writing of community. Myth is the voice of communion, of the grander whole, he claims, and literature is what happens when this myth is interrupted. Myth tells the 'official' story, a nationalistic foundation tale for instance, whereas literature does the opposite, as both Nancy and Agamben argue. An analysis of The Blithedale Romance and The Confidence-Man will give us an idea how community is written in literature.
























An “Unstated Ideal”: The Concept of Community

In the introduction I have mentioned how the writers of the American Renaissance took community, as an “unstated ideal”, as the basis of their writings. Community, in opposition to society, is a space for experimentation in literature and this figures in the novels I want to explore, Hawthorne's Blithedale Romance and Melville's Confidence-Man. Before we turn to these novels and examine them to come to a more general conclusion on the role of community at the very heart of American literature, it is useful to give a more theoretical foundation to the very concept. This first chapter will therefore contain a description of the writings of Giorgio Agamben and Jean-Luc Nancy, which we can relate to community as it figures in the two novels I will analyse, as well as a description of Ralph Waldo Emerson's ideas on “this new yet unapproachable America”, as mentioned in the introduction as well. Emerson's essay is a pivotal piece of writing and serves as a foundation for the very specific Americanism we will encounter in not just The Blithedale Romance and The Confidence-Man, but in works that were produced long after the American Renaissance as well. But first I would like to turn to the concept of community, the basis of American nineteenth-century literature.
	A.N. Kaul, professor of English at Delhi University, has written about the aforementioned distinction between society and community in his book The American Vision. He takes as the basis for his argument the very specific relationship between American society and the American novel of the nineteenth century. American writers of the age, claims Kaul, made the distinction between society and community. 'Society' is defined by a set of rules that stifle the individual. European fiction is much more caught up in it, for instance in the description of social classes, socio-economic conditions, following Marxist doctrine. Kaul describes the American opinion of society as “no more than an evil and chimerical invention.” (8) Community life, however, figures in American fiction as “an unstated ideal, a measuring rod rather than a blueprint for actuality.” (9) Society is based on rules, it is strictly outlined. Community is not as rigid or strict, it is based on a certain 'neighborliness', on the basis of people 'getting along'. There appears to be a paradox in this movement. On the one hand, the ultimate ideal in America seems to be the individual, on the other hand a nation is in the process of being built, so people will inevitably have to come together, work together and make that happen. Kaul connects this bipolarity to the frontier condition of the pioneers of the time. He says: “If it (the frontier, HV) provides an opportunity for the assertion of romantic individual freedom, it also inevitably brings about the less romantic but more necessary mutual self-help associations such as existed in all frontier stations.” (14) So the frontier is a place where the individual can feel at home, with a spacious landscape that is almost completely at his disposal, but its barren conditions also make human contact absolutely necessary for survival. The common theme of the American imagination is therefore, according to Kaul, “the problem of reconciling individual freedom with a mode of social life to which the individual can give his allegiance without danger of impairing his moral, spiritual, or psychological integrity.” (14) The answer to this problem is community in stead of society. The concept of community, as it figures in nineteenth century literature, “postulates a set of values for relationship between individuals which, in their turn, provide a basis for the criticism of actual society when it seems to become cold and impersonal, or when its very foundations seem to rest on cruelty, greed, and aquisitiveness, to the total disregard of the claims of fellow human beings.” (9)
	One such instance in which this concept of community is explicitly mentioned is The Blithedale Romance, an 1852 work by Nathaniel Hawthorne. It describes writer Miles Coverdale who lives in the more or less socialist, at least egalitarian, community of Blithedale for a summer. In the following quote Coverdale describes what life is like out there:

On the whole, it was a society such as had seldom met together; nor, perhaps, could it reasonably be expected to hold together long. Persons of marked individuality – crooked sticks, as some of us might be called – are not exactly the easiest to bind up in a fagot. But, so long as our union should subsist, a man of intellect and feeling, with a free nature in him, might have sought far and near without finding so many points of attraction as would allure him hitherward. We were of all creeds and opinions, and generally tolerant of all, on every imaginable subject. Our bond, it seems to me, was not affirmative, but negative. We had individually found one thing or another to quarrel with in our past life, and were pretty well agreed as to the inexpediency of lumbering along with the old system any further. As to what should be substituted, there was much less unanimity. We did not greatly care – at least, I never did – for the written constitution under which our millennium had commenced. My hope was, that, between theory and practice, a true and available mode of life might be struck out (…) (418)

Note the egalitarianism of the community, but also its 'negative' qualities. The people in Blithedale are all generally dissatisfied with society, not fit for a man “with a free nature in him”, and refuse to go along with the “old system” any longer. There is, however, no “unanimity” as to what this new form of organised living should look like. There is, as will become clear from the chapter that deals specifically with this novel, still much discussion among Blithedale's residents on what the role of women should be in the community. Blithedale is thereby juxtaposed with the society its inhabitants hail from. They flee a society that is “cold and impersonal” to come to the farm at Blithedale, to a community that is based on different values. It does not have fixed rules and regulations. It is a community that figures as what Kaul has called an “unstated ideal” that is contrasted with the supposedly stifling rules society imposes on the people that live in it. It is even an unstated ideal by definition, it can not be anything but unstated. The fact that it is unstated is at the very root of the concept of community. In the late 1980's and early 1990's various philosophers have outlined this concept. The most important among them are Jean-Luc Nancy and Giorgio Agamben. The community they describe can be related to the community that figures in American literature of the nineteenth century and therefore it is useful to look at what they have to say.

The Inoperative Community
Nancy's book is called La communauté désoeuvrée, and was translated into The Inoperative Community. Translator Peter Connor sums up the French philosopher's attempts at a new way of looking at community in the preface: 

(...) community does not consist in the transcendence (nor in the transcendental) of a being supposedly immanent to community. It consists on the contrary in the immanence of a 'transcendence' – that of finite existence as such, which is to say, of its 'exposition'. (…) community can not be presupposed. It can only be exposed. (xxxix)

I hope to clarify this in a few paragraphs. Nancy fights the idea of the individual as the be all and end all of modern western thought. It is impossible to make a society, a community, or any form of organised living purely on the basis of the individual, he claims. The French thinker compares the individual to an atom and “one cannot make a world with simple atoms.” (3) Atoms have a natural inclination towards each other, a natural tendency to come together called the clinamen. Community is the clinamen of the individual.
	But what does this community entail? Nancy first of all describes the history of its representation. Community has always been described as something 'lost'. Nancy says: 

(...) always it is a matter of a lost age in which community was woven of tight, harmonious, and infrangible bonds and in which above all it played back to itself, through its institutions, its rituals and its symbols, the representation, indeed the living offering, of its own immanent unity, intimacy and autonomy. (9)

Community has, in its representation throughout history, always been opposed to society as a natural communion of individuals, an organic entity in harmony with itself. This harmonious entity can be a nation, a family, any greater whole. Then, in representation, 'cold society' has come along and destroyed this natural order. This trope in the representation of community is a Christian impulse, according to Nancy. Community is represented as communion, as the partaking of a human being in some larger entity. The trope of this lost community stands for the lost communion with God, with something bigger than ourselves. The loss of community has always been connected to a lost communion. Nancy connects this communion to death, as only in death can a communion between a singular being, a human being, and something bigger be truly complete. But community is not this communion. Community is not constituted by the death of its members, its aim is not towards immanence. Nancy says: “Community does not weave a superior, immortal , or transmortal life between subjects (…)” (14) Community is not transcendent, nor is it, on the other hand, what Nancy calls a “work”, something to be produced. He defines it rather as “a space itself.” (19)
	Community is not defined by a “communion in immanence” of its singular parts, its singular beings, nor is it the conscious “appropriation of an object”, a constructed identity or a work. Community exists as space of communication, not between singularities, but these singularities are themselves constituted by sharing, by communication in and of themselves. In the “place of communication” there is indeed something we could call community: “What 'there is' in place of communication is neither the subject nor communal being, but community and sharing.” (25) Community means, as we come back to the atoms, that no singular being can exist without another, by definition. There is what Nancy calls a certain “sociality” (28) of singular beings, a sharing that is inherent to their very being. This sharing is done in writing, in literature. 
	This writing of community is, however, not a kind of project to be undertaken. And this would contradict with the writers of both the American renaissance and the 1930's, for they, as I have stated in other papers, clearly saw the writing of community, of America, as their mission. But that is something we can come back to later on the thesis perhaps. Community can not be consciously produced in works of art, in buildings or in literature, it can only be experienced, in sharing. It is “given to us.” (35) Nancy, following Bataille whom he mentions repeatedly, finds community first and foremost in the community of lovers. The lovers are defined by the very fact that they are sharing something, something that is not 'produced', that is not what Nancy calls a “work.” He says: “Lovers expose, above all, the unworking of community.” (40)
	So Nancy conceives of community as something that is neither a communion, a partaking of its singular beings in something bigger, some bigger essence, nor a “work” that has to be produced. Community only happens in its unworking. It is experienced and shared, not made. In that sense it is indeed, as the title of the book suggest, “inoperative.”

The Coming Community
In 1990 Giorgio Agamben, an Italian philosopher, wrote The Coming Community, which contributed to this debate as well. Agamben starts off by explaining what he means by 'whatever', a term that he uses a lot in this book. He says that it is not “being, it does not matter which”, but rather “being such that it always matters” (1) This rather cryptic description will become a bit clearer as I explain more of what the Italian philosopher has to say.
	Language transforms singularities into members of a class. The coming community, however, consists of singularities that work like an example. They are singular, yet stand for a class. As Agamben says: “It is one singularity among others, which, however, stands for them all.” These singularities can therefore not be reduced to their ties to a certain essence. “These pure singularities communicate only in the empty space of the example without being tied by any common property, by any identity.” (10) So singularity is not constituted by its idea or by a common nature to other singularities. Between singularities there is only “a solidarity that in no way concerns an essence.” (18,19)
	Agamben then looks at the Being of these singularities and at their potentiality of being and not-being. He says: “The being that is properly whatever is able to not-be.” (35) The difference between the potentiality to be and the potentiality to not-be lies in the passage from potentiality to act. The potentiality to be has a clear aim, a clear act that follows the potentiality, namely being. The potentiality to not-be does not have that. It only has potentiality, it is always only to come. This Agamben connects to Aristotle's view on pure thought. If thought always were to have an object, something to think of, then the thinking would be constituted by this object. Thought would be inferior to the object. Pure thought has no object bu thought itself. Therefore, Agamben says, “thought, in its essence, is pure potentiality.” (36) So thought in its potentiality to not-think, can turn back to itself, to its pure potentiality, to its not-being. This Agamben connects to writing. Bartleby, Melville's famous scrivener for instance, is a writer who is actively not-writing. This is a case of pure writing for “he writes nothing but (his,HV) own potentiality to not-write.” (37)
	So this is the human condition: Our existence is not linked to any essence that constitutes us. That must also be the departure point of ethics, because “if humans were or had to be this or that substance, this or that existence, no ethical experience would be possible – there would only be tasks to be done.” (43) Humans exist as potentiality, the pure being of human beings is in their potentiality to not-be.
	Agamben then takes a detour to speak of the commodified human body, which is to be relevant in an analogy to the state. The body, or the actual human body, bears no reference to its commodified, technologized counterpoint anymore. The image of the body has ended up in a completely separate sphere. Agamben characterizes it thus: “(...) the glorious body of advertizing has become the mask behind which the fragile, slight human body continues its precarious existence (…).” (50) This will prove analogous to the state, as I said.
	He then speaks of the opportunities that have arisen with the emergence of a social class that has consumed all previous, 'old' social classes and hierarchies: the petty bourgeoisie which is now all humankind. There is only one middle class left. While this creates rather an amorphous mass, this means great opportunities as well. Because for the very first time human beings can experience being part of a community where they are not defined by any concept of nationality or religion, by any essence. They would just be, as singularities in pure potentiality and communicativity with one another. Agamben says that the citizens of this new world, this new community “(...) will be the first citizens of a community with neither presuppositions nor a State, where the nullifying and determining power of what is common will be pacified (…).” (83) And that is where the analogy between this community and the human body lies.
	As the human body and its commodified image exist in two completely different spheres, so does this community of whatever beings, of singularities of pure potentiality, this coming community, exist completely separately from any State. And that is exactly the problem between the state and this community. The state finds no relevance in this community, it can not work with a community that is “radically devoid of any representable identity.” (86) It has no idea what to do with it, so war is declared. Agamben says that is what happened at Tiananmen square in 1989. The protesters had no clear common aim to their protests, they were simply singularities opposing the state. That is when Agamben concludes his work with this beautiful sentence: “Whenever these singularities peacefully demonstrate their being in common there will be a Tiananmen, and, sooner or later, the tanks will appear.” (87)

Myth Interrupted
Nancy and Agamben come together in their concept of literature in relation to community. They both see literature as an experimental site for thinking about community. Agamben comes to this conclusion when he described singularities of pure potentiality represented in literature, Nancy does the same when he juxtaposes literature with myth, in the second chapter of The Inoperative Community. 
	He first goes on to explain the thinking of myth, what he calls the mythic scene. He describes an assembled group of people. At this gathering someone is telling a story. It is this person alone who has the right, or even the duty to tell this story. It is the story of the foundation of this gathering and the narrative transforms language from a form of verbal exchange into something sacred. This narrative is called myth. Nancy follows myth and the idea of what he calls a mything humanity to its extreme, to Nazism. Nazi myth is the ultimate form of a (western) humanity trying to identify and appropriate itself. Nancy says: “(...) the thinking of myth (…) belongs with the staging and setting to work [work being a term of some importance, as we have seen] of a 'Volk' and a 'Reich', in the sense that Nazism gave to these terms.” (46) In the sense that myth has come to its extreme in the form of Nazism, Nancy claims we no longer have anything to do with it. “Mythic power has exhausted”, Nancy claims and we live in a world that is without myth. When we say, however, that myth stands for something more, designates something beyond myth itself it is never completely absent. Nancy prefers to say it is interrupted, and clarifies this statement throughout the essay.
	Nancy follows myth up to the point where it is interrupted. He looks at the importance of myth, what does myth stand for. As he says himself, he looks at what is the “myth of myth.” (48) Myth has been represented as a form of 'original language', or “above all full original speech, at times revealing, at times founding the intimate being of a community.” (idem) Myth is perceived as a language that is the direct revelation of the world, of nature, in speech. This is reminiscent of Emerson's theories on language and how “in good writing, words become one with things.” (Matthiessen 30) But that is something we can dwell upon later on in this chapter. Myth is the direct communication of nature to man, or “speech live from the origin.” (50) The myth of myth is directly bound up with community, or more precisely communion, in the sense of the word that we saw in an earlier paragraph. Myth's myth is that it is the “unique speech of the many, who come thereby to recognize one another, who communicate and commune in myth.” (idem) It is the myth of an appropration of an essence, of a singular being immersed in some grander narrative, in a communion with something greater than itself. And that is where it is interrupted, when it fulfills itself as a myth. When we know the myth is in a fact a myth.
	When we say “myth is a myth” we mean that myth, the foundational tale to which we referred earlier, is in fact fiction. But foundation and fiction are one and the same in mythic thought. Fiction is in fact at the basis of foundation, imagination is what lies at the heart of myth. For romantic thinkers Schlegel and Schelling for instance, fiction is the true foundation of a world. Thereby myth creates its own truth. It creates the tools by which to measure its own truthfulness. The Bible is true because it is the word of God, and it is the word of God because it says so in the Bible. It is, as a direct revelation of the world in speech, that fiction, a product of imagination, lies at the heart of foundation. It is “inaugural”, as Nancy says. (55) But once we become aware of this fact, myth is interrupted by its own myth. This has happened in Nazism, Nancy claims. This is a point where “the being that myth engenders implodes in its own fiction.” (56)
	As said before, myth is bound up with community, or rather with communion. It represents singular beings as belonging to a greater whole. It is therefore guilty of what Nancy calls “immanentism,” (56) which he equals with a form of totalitarianism. It gathers singular beings together and gives them a common form of speech, a common language. Myth's interruption is therefore also bound up with the interruption of community. The lamenting of a loss of community, as mentioned in an earlier paragraph, is therefore also accompanied by a lamenting of a certain loss of myth, or at least of the importance of myth. But community is not, as we have seen earlier, the same as communion for Nancy. It is not directed towards transcendence or immanence. Community, for Nancy, means singular beings who, by their very nature, stand in communication with each other. Community exists in the place of communication and not in some grand narrative that binds singular beings together. So, by definition, there is no myth for this form of community. Nancy claims it is rather the interruption of myth, when communion and immanence are revealed as myth, that this “hidden nature” (58) of community is revealed.
	There is, however, something that remains. It is the “voice of interruption” and therefore the “voice of community.” (62) It is the voice that is heard when myth is interrupted. It is the voice that does not speak, that does not represent a truth in the way myth does. It represents what Nancy calls the “being-in-common” of singular beings, their communication by nature, as opposed to their common being, their supposed immanence. This voice, Nancy claims, is called literature. Literature reveals as well as myth, but it does not reveal a complete reality, a truth in the sense that myth does. Literature is rather the “unworking” of these truths, of these realities. Community exists at the limit of singular beings, at the place where they stand in communication with one another. And this is the place where literature exists. Nancy says: “(...) literature (…) has as being (…) the common exposure of singular beings, their compearance.” (66)
	Literature is what happens when myth is interrupted. Therefore is is always a form of resistance. A form of resistance against myth, against foundational tales, against the eternal realities myth is meant to represent. This is a point Agamben stresses as well. Literature is what falls through the cracks, what happens between the myths or the grand narratives of communion. Literature takes place at the site of community, and the writer is “a singular voice (…) in common.” (70)
	And that is where Agamben and Nancy meet. They both see community as an experimental site in literature. Agamben speaks of singularities of pure potentiality, that have their place, their community in literature and Nancy sees literature, at the point where myth is interrupted, as the common exposure of singular beings. In 1984, George Orwell's year, Dutch journal Raster published a special issue on utopia's and dystopia's. Dutch writer J.F. Vogelaar has, I believe, also given an interesting comment on the idea of community as an experimental site in the introduction to this issue. He writes about the difference between the concrete utopist and the imaginary utopist. The imaginary utopist, who writes of imaginary lands has given way to utopists who build nations on the basis of utopian ideals. Vogelaar points to the Soviet Union and China under Mao to show how utopia's, once turned into actual states, actual society's, can go horribly wrong. That is why he proposes a difference between a utopian system, which often turns into totalitarianism, and utopian thinking, which is a site of experimental thinking about alternative societies. He also references Roland Barthes' concept of 'atopia' in this regard. By atopia Barthes means, in short, a certain freespace to think about everything actual society is not. As we recall Hawthorne's 'negative' impulse to go to Blithedale this seems to make sense. Atopia is a space for experimental thinking about forms of organized living, forms of community, that never become concrete, for the very fact that they are by definition experimental. Once these ideas become concrete, they are in danger of slipping into totalitarianism. The space where this experimentation takes place is literature. And that is the role literature plays in the thought of Agamben and Nancy as well.
	
Emerson
American literature of the nineteenth century seems to have the idea of community, as Agamben and Nancy describe it, at its core. As A.N. Kaul claimed, it features community as “an unstated ideal” in opposition to society. An important thinker of the age is Ralph Waldo Emerson, whose ideas on the writing of America we can easily connect to this concept. His thinking appears to be at the root of community as it is represented in American literature. An explanation of his ideas, that ultimately connect to this concept, might therefore be in order. 
	In his essay Nature Emerson speaks of the Unity of all being. This seems a remnant of European Romanticism, but he believes in the unity of humankind and nature. They are “currents of the universal Being.” (Nature 10) In Nature he deeply investigates this unity of man and nature, as he describes, among other things, morality which has its essence in nature and, most importantly, the direct relation between language, nature and humankind. Emerson describes how language, in its purest form, is symbolic of nature. In language the human being describes himself, so to speak, with metaphors that derive from nature. Emerson gives a lot of examples in which language is an emblem of a state of being and expresses itself through metaphors that have their root in nature. One of the main aspects of nature is its beauty, which works on different levels. The beauty of nature in combination with virtue, or virtuous actions, is true Beauty. Emerson says about nature: “Willingly does she follow his steps with the rose and the violet, and bend her lines of grandeur and grace to the decoration of her darling child.” (Nature 16) Her darling child being virtue. The beauty of nature becomes more beautiful when expressed, is something Emerson stresses. The creation of beauty is Art. Thus we come to The Poet. The poet observes, gives name to that which he sees and thus reattaches objects to Nature and the whole. The poet shapes reality through expression. He tells us what we see. Emerson again sees language, or expression, as symbolic for nature. There is therefore a direct relationship between poetry and nature.Emerson says “the soul of the thing is reflected by melody.” (Poet 15) This reminds us of Nancy's description of myth as an “original language,” a “full original speech” in which nature directly reveals itself. Emerson, in the same essay, sees poets as “liberating Gods” who “unlock our chains and admit us to a new scene.” (19) So the poet, through his writing, directly reveals nature, or the world, to us.
	Back to Unity. Much of Emerson’s writing is connected to the Idea of a universal life-force that is behind human expression, nature, behind existence basically. In Experience he talks about the inadequacy of human experience to reach this force. No human emotion is great enough to even approach it. Emerson speaks of the loss of his son and how it grieved him, but also regrets how this grief can teach him nothing, can offer nothing that is ‘real.’ Even the strongest of human emotions, such as grief over a lost child, does not come close to the real. A beautiful quote from this essay is “we live amid surfaces, the true art of life is to skate well on them.” (34) That is the best human beings can do. There are glimpses of the real in human experience, however. Emerson calls these miracles, they are casualties. He says “the Ideal is always journeying with us and it manifests itself in moments of illumination.” (41) These short manifestations are manifestations of eternal truths, things that before had not been visible to the human eye. And he seems to connect this to America, when he describes his feelings at these short moments of illumination, when these eternal truths are revealed to him: “I feel a new heart beating with the love of the new beauty. I am ready to die out of nature, and be born again into this new yet unapproachable America I have found in the West.” (41) America is presented as an eternal truth shining through in a quick flash of illumination, a brief glimpse of this universal life-force. Emerson himself calls this force Being, but he admits he has no adequate description of it. This life force comes back as Instinct in Self-Reliance, and it pervades The Poet as well. This Being is singular, holds an objective truth, as opposed to subjective human experience, which is manifold and fragmented . In the smaller essay that is called Nature as well he says all literature, poetry and science have their basis in Nature, and “Nature has but one stuff”. (103)
	Emerson stresses America as this eternal truth, but it is one, and that is the important part, which has yet to be written. The words still have to be written in which America will reveal itself:

We have yet had no genius in America, with tyrannous eye, which knew the value of our incomparable materials (…) Our logrolling, our stumps and their politics, our fisheries, our Negroes, and Indians, our boasts, and our repudiations, the wrath of rogues, and the pusillaniminity of honest men, the northern trade, the southern plantations, the western clearing, Oregon, and Texas, are yet unsung. Yet America is a poem in our eyes; its ample geography dazzles the imagination, and it will not wait long for metres. (21-22)

Now, Emerson appears to be calling for a new mythology here. He is calling for imaginative minds who have the power, the creative force, to write in what Nancy calls “full original speech.” Nancy sees myth as the voice of communion as opposed to community, which is an entirely different concept. It is the story of singular beings gathered in a grand story, a grand narrative. Myth is what does the gathering, what gives these singularities a common form of speech. What is called for in these essays seems to be exactly that, the writing of the myth of America. But there is a distinct difference between Emerson's idea of writing of America and Nancy's idea of writing myth. America is “new yet unapproachable.” This hints at the fact that Emerson sees America as a sort of empty signifier. America is to be written, but the outcome of this writing is in no way stable, or fixed. 'America' is one of the eternal truths, a glimpse of a universal life-force, that Emerson identifies, but its precise identity, for lack of a better word, is not fixed. 'America' is a “poem in our eyes”, meaning that its precise meaning is, for Emerson, in the eyes of the beholder. His idea of America is one that implies it is just such a site for experimentation as Barthes' atopia. The writing of America is a site for thinking about modes of organized living, for thinking about community, much like Nancy and Agamben would have it.
	Branka Arsić, who wrote the book On Leaving – A Reading in Emerson, describes Emerson's ideas on nationalism, which seem to support this argument. There has been a discussion on whether or not Emerson was in fact a nationalist. As we have seen, his ideas on the writing of America could, in one way, be seen as supportive of such a claim. On a first read, Emerson indeed seems to be calling for the writing of the myth of America, and on that first read you would consider him guilty of what Jean-Luc Nancy calls “immanentism.” Arsić describes how certain scholars have accused Emerson of American exceptionalism, the idea that America is a nation chosen by God to lead all the other nations and peoples of the world, on the basis of the fact that he deems America an “eternal truth.” She contradicts this thinking with Emerson's theories on 'Home'. Home, according to the transcendentalist in a lecture of the same name, is not stable. It is not fixed, because it is based on the people that inhabit it. Arsić says about these ideas: “The mutation of relations changes the habitat, both symbolically, since its meaning is transformed throughout a person's life as home comes to name a history of detachments, and physically, through relocations, migrations, and departures.” (251) The same goes for the nation, which is defined by its inhabitants and not the other way around. This comes close to Nancy's ideas, where a community is made up by the individuals, the singularities that inhabit it. It is not defined by a grander idea, such as the idea of 'America', but by the individuals, the singularities that stand in communication with another. These individuals are part of a greater whole, which is the community of which they are, by nature, a part, but this community is not what defines them. Community is not communion.
	So how are we to read Emerson's ideas on the writing of America, if we do not perceive them as the writing of myth? America is perceived as a project, whereas Nancy clearly states that community is not a “work”, not something that can be produced. But Emerson's concept of a project is different from that of Nancy. A project as Nancy would perceive it, would have a clear aim. Emerson's American 'project' is open-ended. It is “unapproachable” by nature. Literary critic Richard Poirier, in his article “Approach to Unapproachable America”, explains what Emerson means by this term. 'America' can mean two different things in his writings, Poirier argues. There is the United States of America, the country that he actually lives in, and America the myth. This is an ideal version of the country that exists in the imaginary. Poirier says: “(...) America exists as a recurrent dream or myth that has inhabited the human imagination for many centuries and endures there still, free of any of the contaminations coming from its actual occupation by the United States.” (7) America in Emerson's writing “refers not to a place but to an idea, a myth that belongs to the world and can be visited in the imagination.” (idem) The idea 'America' is eternal, as we have said before, it is an eternal truth, and therefore it is not confined to the country that bears its name. Poirier relates a quote by the transcendentalist in that context: “A good scholar will find Aristophanes & Hafix & Rabelais full of American history.” The Emersonian America is thereby a wholly different place, a different country. One that is not confined by time or space and one that has no formal ties to its actual counterpart, the United States.
	Poirier also mentions the fact that this country can be “visited in the imagination.” That means it can be represented in art, in literature. There is, however, no such thing as a stable form of America to be found, when the imagination is visited and there is no definive America to be written about. This different country is, and that is very important when we compare Emerson's ideas on America to Nancy and Agamben's ideas on community, “unapproachable.” Poirier explains:

When he says that America is unapproachable it is to this mythic America he is referring, a product of the human imagination, and the imagination now of the American West. America still exists as an ever renewable and recurrent dream of freedom. It is 'unapproachable' in the sense that this myth can not be reduced to reality. (8)

So not only is this Emersonian 'America' a different country, irreducible to the real, it is also “ever renewable.” The unapproachable effect is twofold. One can visit this ideal version of America, but only in the imagination, and one can never write about it in a definitive sense, since it is always subject to change, its identity is not fixed.

An Unstated Ideal
And thus we return to A.N. Kaul, who has said that community, in nineteenth-century American literature, is represented as “an unstated ideal.” The concept of community, by its very nature, is fluid, it can not be pinned down. This we have seen in the description of Agamben and Nancy's ideas. Once community is fixed, it is no longer community and it is in danger of slipping into totalitarianism. Community is a site for experimentation, for thinking about modes of organised living. Literature is the freespace for thinking about how singularities, how individuals can come together in a form of community, without succumbing to any form of communion, whereby they are immersed into a greater whole.
	This “unstated ideal” could also be applied to America, as we have seen in the previous paragraph on Emerson. American literature, and perhaps in a broader sense culture, is based on these premisses, I would argue. American artists do not describe America, they describe 'America', the ideal. This ideal is often very similar to the concept of community as both Agamben and Nancy have laid it out, as it is never a stable concept. In Emerson's writing 'America' is a concept that is entirely in the eyes of the beholder, who can give to it any signification he wants. This idea has given way to countless versions of America in literature and culture. As I said in the introduction, all the way up to Bruce Springsteen have American artists written about 'America', the American land has been a topic of special interest since the days of De Crèvecoeur. In the following chapters I will look at community, as it figures in two American Renaissance novels. Nathaniel Hawthorne's The Blithedale Romance and Herman Melville's The Confidence-Man: His Masquerade. We will see how America, on the heels of Emerson's ideas, was written during the country's 'coming-of-age' in two extensive chapters. The tools for looking at how community is at the basis of these novels are the ones that Agamben and Nancy provided.
	The constant re-writing of America, then, which is a consequence of the fluid nature of community, and which caused Emerson to deem the country “unapproachable”, will be the main theme of the last chapter, as we follow Americanism from Hawthorne and Melville's American Renaissance through Woody Guthrie and Aaron Copland's 1930's, to the 1960's of Bob Dylan and The Band. 
The Blithedale Romance

In the first chapter we have established a certain concept of community, as outlined by Jean-Luc Nancy and Giorgio Agamben. There are a few aspects of this concept I would like to highlight before moving on, as they are essential for the line of argument that is to follow. First of all, community is not defined by a “communion in immanence” of its singular parts, its singular beings. This means community is not defined by the sum of its parts, by some greater whole such as a nation or a family. Nor is it the conscious “appropriation of an object”, a constructed identity or a work. It is not a project to be undertaken. Community exists as space of communication, not between singularities, but these singularities are themselves constituted by sharing, by communication in and of themselves. Furthermore, literature is the voice of community. Literature is what happens when myth is interrupted. It is the opposite of myth, which is the voice of communion, of singular beings belonging to a greater whole. Therefore literature is always a form of resistance. A form of resistance against myth, against foundational tales, against the eternal realities myth is meant to represent. I have explained in the first chapter how the concept of community underlies the novels of the American Renaissance. We have seen how Ralph Waldo Emerson, Hawthorne's contemporary, talked about “this new yet unapproachable America.” (Emerson 41) In the mid 19th century, the time period that F.O. Matthiessen calls 'The American Renaissance', American writers explicitly set out to write an American national identity. The country was “coming into its first maturity” and writers wrote the literature that accompanied this 'coming-of-age' period. They wanted to stake out the identity of the young nation. The fact that Emerson deems this nation “unapproachable”, however, should tell us something about the nature of this identity. America, as we have seen, or 'America', is an empty signifier in Emerson's thought, a space for experimentation in literature. This is because of the fact that the concept of community, “an unstated ideal” according to A.N. Kaul, is at its core. The Blithedale Romance is a novel that deals with precisely this experimentation, as it has a communitarian undertaking as its background. That is why it is interesting to look at this novel and see how this community, with Nancy and Agamben's ideas in mind, is represented. In other words, how is community written in this novel?
	Hawthorne wrote The Blithedale Romance in 1852. It is based, in part, on his experiences on Brook Farm, a short-lived agrarian community, where he lived with, among other, Ralph Waldo Emerson. Although Hawthorne acknowledges the influence of his own experiences on the novel, he wants to point out in the preface that the reader can not read this story as a direct account of what happened at Brook Farm. Nor does the writer, perhaps more importantly, “put forward the slightest pretensions to illustrate a theory.” (379) Furthermore, he can not deny a certain sympathy for this more or less socialist project, but wishes to emphasize that the community he portrays is merely a stage, a theater for the author's imagination. This novel is no political pamphlet. Let me first briefly outline the stage Hawthorne sets and the characters he portrays. The main protagonist of the novel is Miles Coverdale, a writer who is most likely modeled after Hawthorne himself. He comes to Blithedale, as do all of the characters, out of a general dissatisfaction with society. Blithedale itself is described as an agrarian environment. All its inhabitants have to work the fields and tend the animals. It is described as an egalitarian community, although the women are quickly assigned to chores around the house, while the men are thought to be better equipped for most of the hard work. Besides Coverdale, the focus is on three other characters. First of all, there is Hollingsworth, on whose philanthropic ideas we will dwell later. He is described as hard and stubborn, but fair. Then there is Zenobia, a beautiful and wealthy woman with feminist ideals. The last major character is Priscilla, a young girl who is brought to the community by Hollingsworth. She is at first very fragile and does not speak a word. Throughout the novel she grows fonder and fonder of both Hollingsworth and Zenobia (she turns out to be her sister), and thus she seems to become more open to the world. Then there is a number of secondary characters whom I will reference when needed.
	So what kind of community is Blithedale? Coverdale compares it to the ideas of French thinker Charles Fourier on numerous occasions. He says: “I could not but recognize between his system and our own. There was far less resemblance, it is true, than the world chose to imagine, inasmuch as the two theories differed, as widely as the zenith from the nadir, in the main principles.” (412) So while there are similarities between the community at Blithedale and the community Fourier envisioned, the two have “far less resemblance” than an outsider would imagine. In fact, when we take community as Nancy and Agamben have outlined it, the Frenchman's ideas would form the exact opposite. We should have a closer look at these ideas to get a full comprehension of his views in light of community, as we have outlined it in the previous chapter, and see what the “resemblance” Coverdale speaks of adds up to. 
	Fourier was a utopian thinker from France who lived in the late 18th and early 19th century. His ideas sparked many communitarian initiatives, not least of all in the newly formed United States, where Fourier-esque communities sprung up in Texas, New Jersey and many other places.​[1]​ In fact, Brook Farm, the community Blithedale is partly based on and which was based in the area of New England near Boston, had its foundations in Fourierism as well. Fourier's ideas on community were founded in his belief that there were twelve passions in human beings. Among them, next to the five basic human senses (hearing, seeing et al.), for instance a passion for creativity and a passion for friendship. When exercised fully, all these twelve passions would culminate in unityism, the drive towards unity, where the happiness of one would be integrated with the happiness of all. There was, in Fourier's view, no place for unityism in what he called Civilization where the passions were frustrated rather than cultivated. Therefore he proposed a new form of community called a 'phalanx'. In the phalanx the passions could be fine-tuned, so to speak. For this to happen Fourier devised a scheme of 810 character types, whereby two specimens of each of these types would be present in the phalanx. Consequently there would be 1620 people living together in one building, the phalanstery. This building would ideally be six stories high, with one main building and two separate wings. Fourier's approach was scientific, he based his ideas on calculations and his community was wholly based on symmetry and serialization. Each individual was to be divided into certain classes based on their character type. Furthermore, Fourier outlined everything for the prospected inhabitants of the phalanstery, he drew up daily schedules that were calculated almost to the minute. No detail was to be overlooked and ultimately, when the individuals were transformed, were regenerated as Fourier called it, and had internalized the community, this would bring about the unityism that was lost in Civilization. Mankind would finally be able to live in Harmony when there would be six million phalansterys, governed by a 'World Congress of Phalanxes'. Fourier was very egalitarian in his approach. Every individual is equal in his system. This makes the individual virtually meaningless, however. He or she is completely subordinate to the greater system. What Fourier saw as regeneration could just as easily be labelled brainwashing, and the subjugation of the individual to his system would be a fine example of what Jean-Luc Nancy calls communion. Fourier's system means the end of the individual, his death so to speak, and he is reborn, or “regenerated” as a cog in a machine. The singularity exists only in terms of his service to the system, this determines his identity. And, as we have seen Nancy explain, that is not what community is about. Community does not mean the dissolution of singularities into a greater whole.
	Both Coverdale and Hollingsworth see no great value in the ideas of the French philosopher. The young writer wants to have a discussion with his older friend about these ideas nonetheless. Although he does not particularly like them, he finds them interesting. That is why he started reading Fourier's books in the first place. But Hollingsworth will have none of it:

Let me hear no more of it! (…) I never will forgive this fellow! He has committed the unpardonable sin; for what monstrous iniquity could the Devil himself contrive than to choose the selfish principle – the principle of all human wrong, the very blackness of man's heart, the portion of ourselves which we shudder at, and which it is the whole aim of spiritual discipline to eradicate – to choose it as the master-workman of his system? To seize upon and foster whatever vile, petty sordid, filthy, bestial, and abominable corruptions have cankered into our nature, to be the efficient instruments of his infernal regeneration! And his consummated Paradise, as he pictures it, would be worthy of the agency which he counts upon for establishing it. The nauseous villain! (412)

Hollingsworth seems utterly enraged by the mere mentioning of Fourier's name. He wants the philosopher's books out of his sight or, so he threatens, he will burn them all in the fire. What is it about Fourier that irritates him so? The Frenchman's starting points are the twelve passions and these are what Hollingsworth deems “the very blackness of man's heart”. He seems to consider these passions sinful, and the aim of what he calls “spiritual discipline” is to “eradicate” these passions, to stamp them out rather than cultivate them. A.N. Kaul, in The American Vision, states this is a representation of the Puritan tradition that Hawthorne came from, and which he partly rejected and partly continued. The continuation resides in the fact that the Puritans shared many similarities with the Blithedaleans. Their quest was also for a community that offered an alternative to cold and competitive society. But Hawthorne went against the loss of selfhood, his attitude “does not involve the repudiation of individual freedom and choice.” (Kaul 204) The complete devotion of individuals to the greater cause that was inherent in the Puritan tradition would involve exactly this repudiation. The rejection of this Puritanism, of which Hollingsworth appears to be a representative when he issues statements such as these, is in the irony behind his complete rejection of Fourier's ideas. The aforementioned A.N. Kaul has written an essay specifically on The Blithedale Romance, in which he recognizes the irony behind Hollingsworth's anger: “The irony (…) lies in the fact that this criticism of Fourier remains the ultimate comment on Hollingsworth himself.” (154) The Frenchman's system ultimately shares many similarities with what his greatest opponent in this novel envisions.
	
Communion in Philanthropy
For Hollingsworth has devised a philanthropic scheme for the reformation of criminals. This whole scheme remains rather vague throughout the novel, but he has devoted his life to this cause. He has come to Blithedale to find people who are sympathetic to this cause and who are willing to help him realise it. He does not share the enthusiasm for the community with the rest of its inhabitants, particularly Coverdale, and he has heated discussions with him on the matter. These discussions ruin the deep bond of friendship they have established. Hollingsworth looked after Coverdale when he was on his sickbed, and that made the two men best friends. In the end Hollingsworth considers the Blithedale community as merely a means to a greater end, which is his philanthropy. He almost demands that Coverdale join in his scheme as well: 

What I desire of you – and you can tell me in one word – whether I am to look for your cooperation in this great scheme of good? Take it up with me! Be my brother in it! It offers you (what you have told me, over and over again, that you most need) a purpose in life, worthy of the extremest self-devotion – worthy of martyrdom, should God so order it! (463)

Hollingsworth seems to believe his cause is so great it warrants an individual giving up his life, his selfhood for it. He himself has already done just that, as Richard H. Millington argues in his book Practicing Romance: Narrative Form and Cultural Engagement in Hawthorne's Fiction. Coverdale mourns Hollingsworth monomaniacal pursuit of his philanthropic aims, when he says of “those men who have surrendered themselves to an overruling purpose”: “They have an idol to which they have consecrated themselves high-priest.” (423) Hollingsworth worships a false God, has made himself high-priest of a cause which he indeed follows with religious fervor. Furthermore, “(...)this false deity (…) is but a spectrum of the very priest himself, projected upon the surrounding darkness.” (idem) Hollingsworth, high-priest of philanthropy, in fact worships himself, is what Coverdale claims. His ideals have “debased into all-devouring egotism.” (ibidem) Millington argues that this philanthropic ideal of Coverdale’s old friend is merely an identity he has invented for himself. And it is “exposed as a form of unrecognized self-worship.” (163) Hollingsworth “worships” his ideals, is willing to give his life up for them and demands others do the same, but when these ideals completely determine his own identity, he is, so claims Millington, in fact worshiping himself. Millington says Hollingsworth's particular brand of a constructed identity is “a defense against selflessness.” (idem) He means selfless in the sense of 'having no self'. The philanthropist has devised this scheme, and that is all there is to him. He is selfless apart from these ideals to which he has devoted his life. What is at play here is what Nancy has called communion, the dissolution of the individual into a greater whole, into an essence which defines him. “Selfless” can also mean being at the service of others, this is a much more positive connotation. When a fireman goes into a burning building that is considered “an act of selflessness.” So helping others, helping fellow human beings, is an example of selflessness as well. This would fall under what Nancy calls community, which he connects to a certain “sociality” (28) of singular beings, a sharing that is inherent to their very being. So Hollingsworth's form of communion is a “defense against selflessness” in the sense that his self has vanished into this greater cause, it is also a defense against community, in the sense that it prevents him from exhibiting this “sociality” that Nancy deems natural to human beings. Communion and community are thereby opposed.
	Nancy connects this communion to death, as only in death can a communion between a singular being, a human being, and something bigger be truly complete. He says: “Community does not weave a superior, immortal , or transmortal life between subjects (…)” (14) In a discussion with Hollingsworth, Coverdale exclaims, somewhat jokingly: “I shall never feel as if this were a real, practical, as well as poetical system of human life, unless someone has sanctified it by death.” (461) This banter turns against Coverdale, for at the end of the novel Zenobia commits suicide. It is at the very end of the novel, and at the very end of the community that is Blithedale. Death has not sanctified it, it marks its demise. As we have seen before, we should not mix up community and communion. Community is not constituted by the death of its members, its aim is not towards immanence.
	In Hollingsworth's mind however, an individual is secondary to his cause. He would gladly see an individual die in service of the ideals by which he stands. There is great irony in this fact, as hinted at before. Whereas he criticized Fourier at great length in the quote I gave earlier, the views of the French philosopher and Hollingsworth are in fact not all that dissimilar. Both see the individual as completely subordinate to the system they have devised. Coverdale, however, does not wish to go along with this idea. He states:

Mankind, in Hollingsworth's opinion (…) is but another yoke of oxen, as stubborn, stupid, and sluggish as our old Brown and Bright. Het vituperates us aloud, and curses us in his heart, and will begin to prick us with the goad-stick, by and by. But are we his oxen? And what right has he to be the driver? And why, when there is enough else to do, should we waste our strength in dragging home the ponderous load of his philanthropic absurdities? (442)





In chapter one we have seen Jean-Luc Nancy speak of the 'scene' of myth. “We know the scene (…)”, he says, before portraying a foundational tale. (43) He describes a gathering of a group of people, a tribe perhaps, and one of them is telling a story. The story is in fact what brings them together, what has made them a gathering. It is the story of the assembly's foundation, of their origin. And the language used to tell the story becomes sacred language, becomes “the language of a foundation and an oath.” (44) This language is represented as a form of “original language”, a language that is directly representative of the community. This is where our societies come from, we are told, by precisely such gatherings. And the narrative, the story told is myth. Such is the scene of myth, what Nancy calls the “myth of myth.” 
	In the novel, Coverdale paints a very similar picture in the following quote:

'When we come to be old men,' I said, 'they will call us uncles, or fathers – Father Hollingsworth and Uncle Coverdale – and we will look back cheerfully to these early days, and make a romantic story for the young people (and if a little more romantic than truth may warrant, it will be no harm) out of our severe trials and hardships. In a century or two, we shall, every one of us, be mythic personages, or exceedingly picturesque and poetical ones, at all events. They will have a great public hall, in which your portrait, and mine, and twenty other faces that are living now, shall be hung up; and as for me, I will be painted in my shirt-sleeves, and with the sleeves rolled up, to show my muscular development. What stories will be rife among them about our mighty strength! (…) What legends of Zenobia's beauty, and Priscilla's slender and shadowy grace (…) In due course of ages, we must all figure heroically in an epic poem; and we will ourselves – at least, I will – bend unseen over the future poet, and lend him inspiration while he writes it.” (460-461)

Coverdale describes, not in all seriousness, how generations that come after the first settlers at Blithedale will look back at them and see them as founding fathers of a new community. Foundational tales will be told about them, stories will be told about their “mighty strength” and epic poems will be written. This is precisely what Nancy describes, when he speaks of the “myth of myth”. Myth's myth is that it is the “unique speech of the many, who come thereby to recognize one another, who communicate and commune in myth.” (Nancy 50) It is the myth of an appropration of an essence, of a singular being immersed in some grander narrative, in a communion with something greater than itself. And the next generations of Blithedale will use myth, will represent Blithedale's first inhabitants as mythic personages, to immerse themselves in the grand narrative of their community. But just one sentence after the long quote I just gave, is Hollingsworth's quick reply: “You seem (…) to be trying how much nonsense you can pour out in a breath.” And Coverdale acknowledges: “I wish you would see fit to comprehend (…) that the profoundest wisdom must be mingled with nine tenths of nonsense, else it is not worth the breath that utters it.” (461) Myth's myth is ridiculed, as Coverdale deems his “nine tenths” of his grandiose statements “nonsense.” It is yet another sign that communion, immersion into a grand essence, a grand narrative, is ultimately rejected in The Blithedale Romance.

Utopia
In the first chapter we have also seen, in Emerson, the idea of community as an empty signifier. So a community that is not a project in the sense that there is a clear goal toward which its inhabitants have to work, not something grand to be achieved, but rather a site for experimentation, a freespace for thinking about modes of organised living. This is implicit in the discussion about naming Blithedale as well. Coverdale describes it thus:

Zenobia suggested 'Sunny Glimpse', as expressive of a vista into a better system of society. (…) I ventured to whisper 'Utopia', which, however, was unanimously scouted down, and the proposer very harshly mistreated, as if he had intended in a latent satire. Some were calling our institution 'The Oasis', in view of its being the one green spot in the moral sand-waste of the world (…) (401)

In the end nobody can think of a name that is appropriate to the community, so they decide to leave it at 'Blithedale.' This is symbolic for the meaning of the place. To name it would be to pin it down, to establish it and that is precisely what should not happen, by definition. In that context it also makes sense that the name 'Utopia' is shot down immediately. As noted in the first chapter, the name Utopia reeks of a system, of a society, as Dutch writer J.F. Vogelaar writes about the difference between the concrete utopist and the imaginary utopist. The imaginary utopist, who writes of imaginary lands has given way to utopists who build nations on the basis of utopian ideals. Vogelaar points to the Soviet Union and China under Mao to show how utopia's, once turned into actual states, actual society's, can go horribly wrong. That is why he proposes a difference between a utopian system, which often turns into totalitarianism, and utopian thinking, which is a site of experimental thinking about alternative societies., and thereby very similar to the community thinking of Nancy and Agamben, but also the writing of America that Emerson proposes. Blithedale would be an example of this utopian thinking, but not of a utopian system. By its very definition, it can not be defined. When it would be defined, when it would be pinned down it would be, as also noted in the first chapter, in danger of slipping into totalitarianism which, of course, has been the case in the Soviet Union and Mao-China. The refusal to name the community, and especially to give it a name such as Utopia, is a refusal to signify, to attach a definite meaning or a definite identity to the community. Literary scholar Robert C. Elliott writes, in his essay on The Blithedale Romance, on the significance of the rejection of Utopia, as a name, but as a system as well in this novel: “Hawthorne is on the verge of one of the twentieth century's most compulsive themes: the fear of utopia.” (115-116) The doubts of many twentieth century writers about the utopia's gone awry that we just described, are foreshadowed by Hawthorne's doubts about a utopian system. Doubts which are symbolized by the refusal to give the Blithedalean community the same name as Thomas More's vision. Once it would be a Utopia, its identity would be pinned down, it would become a system, or perhaps a “society” if we follow A.N. Kaul's earlier distinction, and therefore it would cease to be a community. . In that context it is noteworthy that the first sign of the crumbling of the community in the novel, the aforementioned argument between Coverdale and Hollingsworth, occurs right after the young writer speaks of the “fulfillment of our anticipations” at the beginning of chapter XV. All of a sudden he describes Blithedale as “a system” in which he would like to remain for some time and he says: “The Community were now beginning to form their permanent plans.” (460) Right after this the argument with Hollingsworth starts, and that might be a sign that this 'settling' of the community, the determination of what its meaning is, is what ultimately leads to its downfall.
	So, at different instances in the novel any greater meaning to the community is denied, firmly rejected. When Coverdale claims Blithedale to be more or less a finished project, it falls apart and the communion of its individual members into a greater whole, or a great scheme, is rejected on numerous occasions.

Community/Communication
What is offered in stead is community, very much like the concept as Nancy and Agamben have outlined it. This is done on multiple levels. First of all, the importance of community is emphasized because Hawthorne has chosen to spell it with a capital 'C' throughout the entire novel. But there are far more clues that community is the main concern.
	In the long quote given in chapter one, we have seen Coverdale describe the community of Blithedale thus: “Persons of marked individuality – crooked sticks, as some of us might be called – are not exactly the easiest to bind up in a fagot.” (418) The community contains, above all, individuals. Very different people who come together in a form of organised living. The metaphor of the “crooked sticks” that somehow have to be bound up is continued at several instances of the novel, when Coverdale describes how the Blithedaleans gather around a fire. When he first comes to the community he states:

It was, indeed, a right good fire that we found awaiting us, built up of great, rough logs and knotty limbs, and splintered fragments of an oak tree, such as farmers are wont to keep for their own hearths – since these crooked and unmanageable boughs could never be measured into merchantable cords for the market. (386)

The metaphor is quite clear. The “unmanageable boughs” unfit for the market represent the individuals at Blithedale, who are unfit for the society they come from. They are not made for its competitiveness, its harshness, and seek refuge in a different kind of community. They are the “splintered fragments” of society. A few days later the communitarians sit around the fire once more, and its importance becomes apparent again when Silas Foster, one of the founders of Blithedale remarks: “The blaze of that brushwood will only last a minute or two longer (…).” (394) After which the narrator Coverdale ponders: “(...) whether he meant to insinuate that our moral illumination would have as brief a term, I cannot say.” (idem) It is these crooked, individual sticks that make a fire together, and Coverdale explicitly equals the fire with what he calls “moral illumination.” The idea seems to be that, for the fire of this community to keep burning, different “unmanageable boughs” are needed. That is why Coverdale’s statement about the briefness of their moral illumination is important. In the previous paragraphs we have seen how the community ultimately crumbles due to the fact the unmanageable boughs, the singularities that have to make up the community ceased to be singularities and fell into communion. The fire of community is made by these individual sticks, the fact that Coverdale makes this statement when standing next to it should tell us a great deal. It is a foreboding statement, for in the novel this fire fails to burn forever.
	This fire represents what A.N. Kaul describes as the “inescapable fellowship of man” in his description of Hawthorne's fiction. (159) In The Blithedale Romance we find what Kaul considers the classic theme of American 19th century literature: “a determined band of people separating from a corrupt society to form a regenerate community, and expecting thereby to light the beacon flame for the rest of the world.” (146) So the classic theme of individuals escaping from society, which is competitive and harsh, to a community based on brotherhood. What American fiction from this time period tries to wed is exactly this community thinking and individualism. As we have seen, it is easy to mistake community with communion, whereby the individual is lost, is merely a small part of a greater whole. But that goes against the ideal of the individual as the bedrock of America, which is also reflected in The Blithedale Romance. Community is championed, but the individual is cherished as well. Community, as Nancy said, is based on singularities that, by their very nature, stand in communication with one another. They can not but communicate, the individual can not operate by itself. But that does not mean the individual is nothing, is merely a cog in a machine. Coverdale, at certain points in the story, needs some time away from Blithedale, so he has constructed a little treehouse for himself, a little hideout where nobody can touch him. He says of this hideout: “This hermitage was my one exclusive possession while I counted myself a brother of the socialists. It symbolized my individuality, and aided me in keeping it inviolate.” (441) So individuality is retained, but as Kaul says: “(...) the individualism he (Hawthorne, HV) champions is not incompatible with, but rather tends toward and finds its richest fulfillment in, the human community.” (204) This is what community means in The Blithedale Romance. Therefore it would make sense to look at the individuals, the singularities perhaps if we follow Nancy and Agamben, of Blithedale, and see how they interact, see exactly how they stand in communication with one another. For this question I will focus on the main protagonists. These are Coverdale, Hollingsworth, Zenobia and Priscilla.
	Instances of what Nancy would deem 'community' occur, really for the first time in the novel, when Coverdale falls violently ill. He begins to doubt why he even came to Blithedale when he is only tied to his bed the entire day. He says: “In this predicament, I seriously wished – selfish as it may appear – that the reformation of society has been postponed about half a century, or, at all events, to such a date as should have put my intermeddling with it entirely out of the question.” (403) All his doubts are cast aside when his companions, especially Hollingsworth, start taking care of him. Looking back at the metaphor of the crooked sticks that, when bound together, create the fire of community, it is remarkable that the very first thing Hollingsworth does for his friend when he hears of his illness, is build a fire in his room. Although Coverdale is very sick, he remembers this period fondly, as he shares with the reader: “There was never any blaze of a fireside that warmed me and cheered me, in the down-sinkings and shiverings of my spirit, so effectually as did the light out of those eyes, which lay so dark and deep under his shaggy brows.” (405) The fire metaphor is back in this quote, and the fire of Hollingsworth's friendship burns brighter than any other fire imaginable. And Hollingsworth is not the only one upon whom Coverdale looks so kindly after this period, for everyone in the community does what he or she can for him, in “kindness.” (406) The fire of community was made up from various crooked sticks and “unmanageable boughs”, and in this quote Coverdale chooses this same metaphor when describing his warm feeling of friendship. Friendship, kindness, the care for other human beings, is thus equated with community.
	And that is an important element of what creates this community. It is kindness, or what Coverdale calls “our mortal existence in love and mutual help.” (462) Blithedale as a community, when it operates as such and when it works, is based on brotherhood. That is its foundation. As several of the previous paragraphs have shown, it is not an essence which defines the individuals, it is the bond between the individuals that makes the community. Such is the importance of the relationship between individuals for the community that Coverdale claims: “It was incidental to the closeness of relationship into which we had brought ourselves, that an unfriendly state of feeling could not occur between any two members without the whole society being more or less commoted and made uncomfortable thereby.” (467) And indeed, as indicated before, when the hostility between Coverdale and Hollingsworth grows, the community falls apart. The importance of the bond between individuals is also apparent in the relationship between the young girl Priscilla and the rest of the community. When she is first brought to the community by Hollingsworth, fragile and in a state of muteness, he exclaims: “As we do by this friendless girl, so shall we prosper.” (397) Priscilla is brought into the camp friendless, alone in the world. And the message Hollingsworth gives is the same as Coverdale in the previous quote. The community depends on the relationship between its members, that is what effectively makes the community. We have seen in chapter one how Jean-Luc Nancy, following Georges Bataille, finds community first and foremost in the community of lovers. The lovers are defined by the very fact that they are sharing something, something that is not 'produced', that is not what Nancy calls a “work.” They are lovers because of the fact they share love. A community as Nancy perceives it, is exactly that. Singularities form a community because they stand in communication with one another, they share that space of communication. At the basis of that sharing could be love, or perhaps friendship, which we have seen is an enormously important factor in the community of Blithedale. And when this friendship falters, so does the community. This becomes apparent once we read the novel.






























The Confidence-Man: His Masquerade

The HBO western series Deadwood takes place in a town of the same name in Montana, in the year 1876. The series has been lauded for its treatment of various philosophical topics, academic books have been dedicated to it. Many historical figures from the Old West, such as Wild Bill Hickok and Calamity Jane, make an appearance in the series, and it deals with many of the issues of the era. The formation of community, the creation of America would be such an issue. This may be a few years after Matthiessen's 'American Renaissance', but only 11 after the end of the Civil War, and America had far from settled. In the pilot episode to the series we are witness to a confidence game. Al Swearengen, owner of the local saloon/brothel, pretends to help naïve New Yorker Brom Garret with his purchase of a gold claim, owned by Irish immigrant Tim Driscoll. Swearengen and Garret set out to negotiate with Driscoll, who is visibly drunk, at the saloon. They manage to keep the selling price at $14,000, which is not much for a gold claim that is expected to do very well. But then local businessman E.B. Farnum arrives on the scene and makes a bid of $16,000, causing Driscoll to re-open the negotiations. Ultimately Brom Garret 'wins' the bidding war by paying $20,000 for the claim he had already bought. As it turns out, both Farnum and Driscoll work for Swearengen. Driscoll owed him a lot of money, and tries to pay him back with this deal, and Farnum was just brought in to drive the price up. Swearengen pretended to help the young man from New York, but ends up with $20,000 in his own pocket.​[2]​ Furthermore, after this swindle, also known as a confidence game, Driscoll and Swearengen have an argument over how the money should be divided, and the saloon owner orders one of his employees to stab the Irishman to death. This episode shows this kind of trickery to be at the heart of American society of the time, as Tom Quirk has also identified in his book Melville's Confidence Man – From Knave to Knight. He deems the figure of the confidence man “representative of the age”, as there were many famous cases of swindling and confidence games that were widely covered in the media of the time. (46) Now, there are a few things needed for a good confidence (or con-) trick. One is the artistry of the confidence man (or con-man), who is able to persuade the other party to go along with his story, whatever it may be. The other thing is, then, the confidence the tricked party bestows on the trickster. It has faith in the trickster, confidence on such a level that it might believe his story to be true to such an extent that it is willing to give the confidence man whatever he asks for. This, as we have seen in the example of Deadwood, can lead to terrible things, murder even. But it is the same faith in fellow human beings, the same confidence that we have identified in the previous chapter as a possible basis for community, its absence had the end of Blithedale as its outcome, and that is perhaps also why confidence is such a major theme in the America of that age. This double layer of confidence, this double-edged sword, lies at the heart of Herman Melville's 1857 novel The Confidence-Man: His Masquerade.
	Before we begin the analysis of this novel in the context of this thesis, it would be good to lay down a basic description of its intricate plot. The action takes place aboard the steamboat Fidèle (an obvious allusion to confidence), which sails the Mississippi, leaving on April Fool's Day. The boat is a microcosm, a symbol for America or perhaps even the world as it contains every conceivable type of person:

(…) there was no lack of variety. Natives of all sorts, and foreigners; men of business and men of pleasure; parlor men and backwoodsmen; farm-hunters and fame-hunters; heiress-hunters, gold-hunters, buffalo-hunters, bee-hunters, happiness-hunters, truth-hunters, and still keeners hunters after all these hunters. Fine ladies in slippers, and moccasined squaws; Northern speculators and Eastern philosophers; English, Irish, German, Scotch, Danes; Santa Fe traders in striped blankets, and Broadway bucks in cravats of cloth of gold; fine-looking Kentucky boatmen, and Japanese looking Mississippi cotton planters; Quakers in full drab, and United States soldiers in full regimentals; slaves, black, mulatto, quadroon; modish young Spanish Creoles, and old-fashioned French Jews; Mormons and Papists; Dives and Lazarus; jesters and mourners, teetotallers and convivialists, deacons and blacklegs; hard-shell Baptists and clay-eaters; grinning negroes, and Sioux chiefs solemn as high-priests. In short, a piebald parliament, an Anacharsis Cloots congress of all kinds of that multiform pilgrim species, man. (16)

Among these travellers there is the central character of the book: the confidence man. Or, at least, we are led to believe that there is such a character present on the boat. We are presented with very different characters who have various methods of gaining other passengers' confidence, geared towards very different aims. Some are after money, some seem merely interested in the game of gaining confidence. Very little connects these characters. There is the title of the book, which is The Confidence-Man: His Masquerade, which suggests a single protagonist, and the very beginning of the narrative. The story begins when a deaf-mute man, “singularly innocent” in outlook, is seen painting various statements on a plaque. The statements read, in order: “Charity thinketh no evil”, “Charity suffereth long, and is kind”, “Charity endureth all things” and “Charity never faileth.” (1-4) These are quotes from the Bible book I Corinthians 13. In the book of Corinthians the apostle Paul pleads for unity within the church, all its disparate members are equal in creating a whole, he argues. The man makes, via these statements, a plea for charity, for kindness, among the disparate members of the boat, the different kinds of travellers the author sums up in the quote I gave earlier. He is soon taken for an “odd fish” by onlookers, not least when his sign is compared to that of the barbershop next door, which reads “No Trust”, and the action moves to a different part of the boat. Here we find “a grotesque negro cripple” by the name of Black Guinea, who does tricks for the white passengers of the boat to collect some money: “(...) now and then he would pause, throwing back his head like and opening his mouth like an elephant for tossed apples (…) when, making a space before him, people would have a bout at a strange sort of pitch-penny game, the cripple's mouth being at once penny and purse (…)” (8) Then, a man on a wooden leg screams that Black Guinea is an impostor and the game stops. The crowd turns on him and begins to shout it wants proof, the people want someone to stand for Black Guinea's integrity. When asked if there is anyone aboard who will vouch for him, he replies: 

Oh yes, oh yes, dar is aboard here a werry nice, good ge'mman wid a weed, and a ge'mman in a gray coat and white tie what knows all about me; and a ge'mman wid a big book, too; and a yarb-doctor; and a ge'mman in a yaller west; and a ge'mman wid a brass plate; and a ge'mman in a wiolet robe; and a ge'mman as is a sodjer; and ever so many good, kind, honest, ge'mmen more aboard what knows me an will speak for me (…) (10)

Most of these people stand for characters we will meet later on in the novel. Right after Black Guinea is gone from the scene we meet Ringman, the man who wears a weed as a symbol of mourning. Right after Ringman leaves we encounter the representative of the Seminole Widow and Orphan Asylum, who is dressed in a gray coat and a white tie just as Black Guinea describes. And than there is Mr. Truman, with a big cheque book for the Black Rapids Coal Company. Truman meets a sick man and recommends him his friend, a herb doctor. He of course enters the scene right after Truman has left it. When the herb doctor claims to have reached his destination and appears to go ashore, a man of the so-called 'Philosophical Intelligence Office' is introduced. He wears a small brass plate around his neck with the letters P.I.O. When this man leaves, finally, we meet the cosmopolitan Frank Goodman who, wearing a “smoking-cap of regal purple” (114) presumably stands for the “ge'mman in a wiolet robe”. The deaf-mute, Black Guinea, and the six characters he names, are probably all one character: the confidence man from the title. Tom Quirk, in his book Melville's Confidence Man – From Knave to Knight, identifies the man (or woman, the reader is left in the dark on that as well) who is supposedly behind all these characters, as the protagonist. These people appear in a (more or less) chronological order, and each sets up, in an intricate way, the confidence trick the next one is going to play. The deaf-mute, at the beginning, sets the scene for the entire masquerade with his plea for charity. The other two people Black Guinea lists in the quote we just saw could possibly be identified, but they would not be part of the confidence man's masquerade, as they are seen talking to one of the characters we have just labelled his disguises.

Communion in Capitalism
These disguises of the confidence man are not just in attire, but in attitude as well. The man with the weed, whose name is John Ringman, is full of melancholy, whereas the cosmopolitan, Frank Goodman, is a full-blown optimist. There is not a single trait we could attribute to the central character, the confidence man, who nevertheless appears to be at the core of all these characters. His identity is completely fluid, argues Gale Temple, in her article “Fluid Identity in Israel Potter and The Confidence Man.” She argues that the confidence man merely assumes roles that are beneficial to him (or maybe her) in the game of mass market capitalism. He has no underlying fixed identity, he is able to pick and choose from a number of identities. The reason Temple connects this to capitalism is a shift in attitude in 19th century America. She claims: “(...) citizens conceptualized themselves, and related to each other, differently. To generalize considerably, one might say that an erstwhile spirit of communal cooperation and reciprocal exchange gave way to the ideal of competitive individualism.” (451) The inhabitants of Blithedale, in Hawthorne's novel, had the same complaints to make about the America of the time. They were looking for a different mode of living away from the harshness and competitiveness of society. Temple makes the point that this is indicative of the age. And, so she argues, the steamboat of Melville's novel represents this society. In fact:

The Fidèle symbolizes a fluid world, not just of climate and geography, but of the very selves that inhabit that world. One might think of the Fidèle as a community where individuals relate to each other not on the basis of genealogy or shared ties to a specific locale, but by virtue of their common linkage to the economic framework that was coming to dominate virtually all aspects of life in the mid-nineteenth century, that is, market capitalism. (458)

Temple thereby shows that the novel contradicts what Nancy would label “communion” on the basis of nation or what she calls “shared ties to a specific locale.” In stead, however, each character in this novel plays its part in the game of capitalism: “Modern community and modern market are virtually synonymous on the Fidèle, for interpersonal action is mediated by the commercial transaction (…).” (458) Melville summed up “farm-hunters and fame-hunters; heiress-hunters, gold-hunters, buffalo-hunters, bee-hunters, happiness-hunters, truth-hunters, and still keeners hunters after all these hunters.” (16) All these “hunters” seem to indicate the rush everyone is in, the competitiveness that spurred 19th century Americans on a hunt for money, for goods, on a hunt for happiness. In doing so, everyone assumes the identity that is most beneficial to him or her, merely to get ahead in this rush of capitalism, so Temple argues. The identity of the people on the Fidèle is thus shaped by economics: “Melville's novel suggests that in a society based on market exchange, citizens temporarily take on identities in the moment of the financial transaction.” (460) This she connects to Judith Butler's ideas on performativity, “on 'acting' in accordance with the various cues, assumptions, and norms of a given social milieu.” (460) The confidence man's trick, in all his disguises, is to sell his victim a moment of illusion. The confidence man sells his victims an illusion of something fixed, something stable. Something as stable as a fixed identity perhaps, and that is clearly lacking on the Fidèle. At the heart of this illusion lies the confidence the victim bestows on the confidence man, much like we described in the first paragraph of this chapter. 
	The Philosophical Intelligence Officer for instance, one of the confidence man's alter egos, manages to trick a very cynical Missouri bachelor, who only has “confidence in distrust (...)”. (93)​[3]​ The Missourian, named Pitch, exclaims to all who will hear it that he has no confidence in “boys” (servants) as they are all rascals. They steal, they lie, they cheat, no good can come of them and it is time someone invented a machine that can replace them. The PIO man, however, claims that his agency is founded on the very latest developments in philosophy, and that this firm basis will ensure the quality of the boys that work for it. He gives Pitch a sales pitch that is based on confidence. When a boy shows no noble quality, one should have confidence in the fact that it is yet to come. As in nature, one should have confidence that a seed will grow into a beautiful plant. The Intelligence Officer says: 

Suppose a boy evince no noble quality. Then generously give him credit for his prospective one. Don't you see? So we say to our patrons when they would fain return a boy upon us as unworthy. 'Madam, or sir, (as the case may be) has this boy a beard?' 'No.' 'Has he, we respectfully ask, as yet, evinced any noble quality?' 'No, indeed.' 'Then, madam, or sir, take him back, we humbly beseech; and keep him till that same noble quality sprouts; for, have confidence, it, like the beard, is in him. (106)

The PIO man's speech is full of these analogies about nature. He asks: “Madam, or sir, would you visit upon the butterfly the sins of the caterpillar?” (108) Have faith, have confidence in the future, and something ugly, something vile or unvirtuous will no doubt turn into something beautiful, he seems to say. As Temple describes it: “He identifies a trait currently lacking in the boys he hires out, then compares it to a similar phenomenon in nature, where the wanting quality inevitably metamorphoses into something better and higher.” (462) Thus he convinces the bachelor, on the basis of confidence, to give him a few dollars to hire him a boy. Confidence is the basis of the swindle, and the basis of the monetary transaction. As the Intelligence Officer says at one point: “Confidence is the indispensable basis of all sorts of business transactions. Without it, commerce between man and man, as between country and country, would, like a watch, run down and stop.” (111) The Missourian is swindled by an illusory belief, or confidence, in the future. He has been made to give money to the PIO man on a promise, on what Temple calls “a notion of identity that is underpinned by belief in the future fulfillment perpetually dangled by the commodity form.” (463) Confidence, a belief in the future and in progress which is in itself a positive thing, is turned into money. So when we take the Fidèle as a microcosm, a miniature version of America, as we have done by means of the long quote from the first chapter in the novel, Melville seems to indicate that this is what the young nation is based on. It is indeed a nation of “hunters” only. When Temple argues that every form of interaction between the members of the community that is the Fidèle is based on confidence, this confidence is then used as a basis for a monetary transaction. Thus everything on the boat “can be absorbed by the logic of capitalism.” (464) 
	There is a strand in Melville's writing that would enforce the ideas of community as outlined by Nancy, among others, and that we have described in the first chapter. There is no essence that underlies the community of the Fidèle, no “foundational reality that can be unearthed once the accretions of social forms and institutions have been stripped away.” (Temple 465) This is congruent with how Nancy conceives of community in The Inoperative Community: “Community does not weave a superior, immortal , or transmortal life between subjects (…)” (14) But once stripped of this idea of an eternal essence, all there is left is cold capitalism, is what this novel also seems to suggest. At least when we follow Gale Temple's reasoning. Peter Gibian shares this thought in his article “Cosmopolitanism and Traveling Culture”:

In this mobile, socially fluid world (the Fidèle, HV), any seeming “sacred traveller” selling a settled or fixed belief is clearly a devilish con-man, seeking only to take advantage on the Fidèle. In the series of enigmatical encounters between the solo pilgrims on this steamship, nothing is shared; when all relations are simply alienated market relations, no cultural or psychological interchange is possible; any figure, like the 'Cosmopolitan', who seems to offer mediation or connection or the benevolent vision of 'charity' simply performs a parodic travesty of true mediation or exchange, playing to profit upon vestigial desires for those lost ideals. (32)

So would that not be one form of communion replaced by the other? The individuals on the Fidèle are not bound by any “foundational reality”, but their identity is completely determined by their participation in the game of capitalism. In fact, as Temple and Gibian argue, that is all their identities amount to. When we follow Temple's remarks on Judith Butler's performativity, identity is merely a case of a face to be put on, a role to be acted out which happens to be the most beneficial, economically, to the people on the Fidèle at that particular time. But that does not release the individual from communion, from immanence in something that is greater that itself. The individual, the singularity, is, according to Temple and Gibian, just a pawn in a capitalist game, a partaker in a greater whole which wholly defines the individual, or the singularity. So although any other grand narrative is shed, any “foundational reality” is gone, the individual is in stead immersed in the grand narrative of capitalism, when we take this line of argument.

Community
There is more to the community aboard the Fidèle, however, as confidence is not merely represented as a swindling mechanism. The same Cosmopolitan that Peter Gibian identifies as a swindler, a con-man who only uses people's confidence to his own gain, sheds new light on the matter as well, in the very last chapter of the book. Frank Goodman is shown to be a man of the world, hence his moniker 'Cosmopolitan.' He is represented as a boastful optimist, a man who preaches the gospel of charity and confidence with a convincing charm that ensures him a great deal of success. He manages to get a free shave at the barbershop on the boat for instance. The barber is as much of a cynic as the Missourian bachelor. He has put up a sign that reads “No Trust”, as we have read earlier. The cosmopolitan manages to get a free shave from him, however, in an elaborate battle of wits. No matter how cynical the people he encounters, the cosmopolitan manages to make a plea for confidence that is so compelling that even the most hardened unbeliever, the most avid opponent of confidence, is won over. After walking away without paying at the barbershop, he stumbles upon an old man in a cabin reading the “True Book.” The barber, who he has ultimately managed to trick, has told the cosmopolitan that there are parts in the Bible that teach distrust in fellow man. The Bible, according to this distrustful barber, teaches words like: “With much communication he will tempt thee; he will smile upon thee; and speak thee fair and say What wantest thou? If thou be for his profit he will use thee; he will make thee bare, and will not be sorry for it. Observe and take good heed.” (208) The old man is puzzled because he has never heard these verses before. When he looks them up he finds them in 'The Wisdom of Jesus, Son of Sirach', an apocryphal Bible book. This brings both men great relief, for an apocryph is not the true word of God. Distrust can not be the preached basis of interaction between human beings for “to distrust the creature, is a kind of distrusting of the Creator”, according to the old man. At this moment a young boy comes through the door. He sells all kinds of items that are meant for people's personal security. He manages to sell the old man locks for his cabin door and window, in case of burglary and a money belt for the safe keeping of his belongings. As a complementary gift he gives him the “Counterfeit Detector”, a book on how to spot counterfeit money. The boy gives a wink to the cosmopolitan, indicating that his products might not be entirely trustworthy. He has tricked the old man out of his money. Now, this is something the confidence man, in his various guises, has done throughout the novel. The difference is that he did so by way of making his victims believe in the future, as we have seen for instance in the case of the PIO man and Pitch, the Missouri bachelor. Pitch was made to believe that out of every seed, no matter how much it lacked any virtuous qualities, a beautiful flower could grow. Every boy the Philosophical Intelligence Office employed, no matter how rakish, could become an upstanding member of society, if only confidence was bestowed on him. The sale was made on the basis of confidence, of faith in the future. The young boy that sells locks and money belts, however, capitalizes on exactly the opposite as the PIO man, namely people's distrust in one another. And that is a very important distinction. The cosmopolitan recognizes the young boy's trick and seems genuinely sympathetic towards the old man. They speak a little more of how mankind should not be distrustful “for, in all our wanderings through this vale, how pleasant, not less than obligatory, to feel that we need start at no wild alarms, provide for no wild perils; trusting in that Power which is alike able and willing to protect us when we cannot ourselves.” (215) The cosmopolitan agrees with this sentiment, as he looks on at the old man, who tries to find out whether or not his money is false, using the “Counterfeit Detector.” The book is a crock, of course, and the old man looks in vain for any clues. The cosmopolitan sees this and has pity for the old man, who has been duped by a boy who has preyed on his distrust in mankind. As the old man tries to leave the cabin with his money-belt under his arm, the cosmopolitan “kindly” leads him away, revealing an equally kindly look upon such naïvety. In the end, Tom Quirk says: “It is the quality of pity (…) that makes this chapter rise above satire.” (148) Pity forges a genuine bond between two human beings. When Nancy spoke of community based on singularities, or individuals that by their very nature, the very core of their human being perhaps, stand in communication with one another, this would be what he meant. The very human quality of pity is what creates a form of community, a form of individuals coming together here. So while Melville indeed represents confidence as a tool for swindle, he is not wholly willing to dismiss it as a force of good. As Quirk puts it: “ultimately he sided with the fool of virtue against the serene and self-satisfied greengrocer.” (150) The one who is duped because of his confidence in other people is ultimately the more sympathetic character to he who is too cynical, too distrustful of other human beings to let this happen. The confidence at the heart of human interaction, communication or perhaps community is thereby championed as well as satirized in this novel. And there is more evidence to support this claim.
	As mentioned before, the deaf-mute we have identified as the first incarnation of the confidence man, in the first chapter, writes on a plaque five statements that are direct quotes from chapter 13 of Paul's first epistle to the Corinthians. The statements are, in order: “Charity thinketh no evil”, “Charity suffereth long and is kind” “Charity endureth all things”, “Charity believeth all things”, and “Charity never faileth.” This is an example of how Melville puts irony to use in this novel. The closing verse of this chapter of the Bible is “And now abideth faith, hope, and charity, these three; but the greatest of these is charity.” Which makes Melville's use of this part of the Bible ironic for, as Quirk states: “(...) throughout the book the confidence man pleads for faith, preys upon hope and preaches the gospel for charity.” (61) There is more to Melville's use of this particular part of the Bible, however. In chapter 12 of Corinthians Paul pleads for unity within the church. There are many different groups of Christians, who all argue that they are the true representatives of Christ's teachings. Paul acknowledges the differences between these groups and respects them, but states they are all part of the same spirit: “For just as the body is one and has many members, and all the members of the body, though many, are one body, so it is with Christ (…) God arranged the members in the body, each of them, as he chose. If all were a single member, where would the body be? As it is, there are many parts, yet one body.” (I Corinthians 12:12-20) I believe we are to read this reference as a plea for community in much the same way as described in the first chapter of this thesis. Nancy describes how individuals, in and of themselves, are nothing. There is no pure individuality, for it is the natural inclination of these individuals, these singularities, to come together. He draws a parallel between individuals and atoms. Atoms have a natural inclination towards each other, a natural tendency to come together called the clinamen. Community is the clinamen of the individual. So community is the natural state of being of the individual, but that does not diminish the individual's worth. Nancy stresses, as stated before in this thesis, that it is not the larger body the individual belongs to that necessarily defines this individual. Community is not communion, whereby an individual, or a singularity, partakes in a bigger whole that forms its essence. This Biblical plea for confidence is also a plea for community in that sense.​[4]​ This would contradict with Gibian and Temple, who argued that Melville showed that, when “foundational realities” were gone, all that remained on the Fidèle and thereby in America was cold competitiveness, “hunting”, and an individual was merely an actor in a game of market capitalism. They claimed that one form of communion is replaced by another on the Mississippi steamboat. There appears to be something more to this novel, and the individuals aboard the Fidèle, than that.
	For the reference to this Bible book at the novel's very beginning and the pity for the old man at the very end make clear that The Confidence-Man is not just a cynical treatise on the capitalism of Melville's time, as Temple and Gibian would have us believe. The novel has what Tom Quirk calls a “double aim”: (…) “first, to satirize a society that allows confidence men to flourish at its expense, and, second, to satirize those individuals in it who were too skeptical or cold-blooded to be victimized.” (32) So while confidence might be a double-edged sword, Melville is not ready to give up on it as a basis for community. His ruminations on community do not just lead him to the discovery that capitalism and competition are all-absorbing and inescapable. They also lead him to the conclusion that there is indeed such a thing as community, of individuals or singularities that stand in communication with one another.

Melville's Ambiguity
In The Confidence Man there is, as we have seen in the previous paragraph, a very present undercurrent of the sense of community as Nancy and Agamben have described it. In that context we can also look at a statement early on in the novel, as we remember Hawthorne's “crooked sticks” representing the singularities of any community:

As pine, beech, birch, ash, hackmatack, hemlock, spruce, basswood, maple, interweave their foliage in the natural wood, so these varieties of mortals blended their varieties of visage and garb. (…) Here reigned the dashing and all-fusing spirit of the West, whose type is the Mississippi itself, which, uniting the streams of the most distant and opposite zones, pours them along, helter-skelter, in one cosmopolitan and confident tide. (16)

In this quote we find, for lack of a better word, a confidence in community. A confidence in “varieties of mortals” who “blend their varieties of visage and garb” to form a community of singularities. When it comes to the writing of community, Melville is at the least ambiguous however, as this chapter has shown. Dennis Berthold, in his article “Democracy and its Discontents”, links this to the age in which he lived. When the writer was born, in the 1820's there was a political “Era of Good Feelings”, when “party politics were muted in favour of national unity.” (156) This was very different in the 1850's, when The Confidence-Man was written:

Americans debated the most fundamental issues of nationhood and human rights, including whether the United States could continue as a single country and whether slaves were citizens with Constitutional rights. It was natural for a young novelist who had crossed class lines and attained a global cultural perspective to create characters who participated in such heady debates. Melville often elaborated his ideas as he wrote, taking different positions and experimenting with varied ideologies in order to reach his own conclusions. (156)

The uncertainty of the time is a major cause of the pluriformity of Melville's writing, its ambiguity. In American Renaissance : Art and Expression in the Age of Emerson and Whitman, F.O. Matthiessen looks at the time period Melville wrote his books and gives a similar explanation. This was the age in which Emerson called for the writing of America, for it “is a poem in our eyes (…) and it will not wait long for metres.” (41) The fact that he deemed the country “unapproachable” indicates, as we have seen before, that he considers America to be an empty signifier of sorts, that it is open for experimentation in literature. So the fact that America is thus conceived contributes to a kind of uncertainty, or rather ambiguity to the writings of the age. This was America “coming to its first maturity and affirming its rightful heritage in the whole expanse of art and culture”, and that is where the idea of a renaissance comes from. (Matthiessen vii) America was re-adjusting, was affirming its status among the peoples of the world. The doubts that go along with such a period of re-adjustment, the search for identity that it harbours, is reflected in Melville's work.
	We can also connect this ambiguity to the statements by A.N. Kaul we referenced in chapter 1. He describes American 19th century fiction, which juxtaposes society with community. Society is defined by a well-outlined set of rules, it has a firm basis in those rules. These rules, however, are represented as stifling the individual. Kaul describes the 19th American opinion of society as “no more than an evil and chimerical invention.” (8) Community life, however, figures in American fiction as “an unstated ideal, a measuring rod rather than a blueprint for actuality.” (9) Society is based on rules, it is strictly outlined. Community, however, is based on a certain 'neighborliness', on the basis of people 'getting along'. The idea of confidence in one's neighbor comes to mind. But also the quality of pity that the Cosmopolitan shows to the old man. So while confidence can do a lot of wrong, as the introduction to this chapter has shown, it is indispensable when it comes to forging a bond between human beings, forging the bond of community. But, because of the fact that community is not so strictly outlined, not based on stable notions, it has to be redefined all the time. It is not based on stable notions, on the idea of an essence which constitutes it. When individuals, or singularities are defined by the grander whole they are in, we have what Nancy would call “communion.” The very concept can not be pinned down for when it would be, it would not be community anymore.
	 Once fixed with a stable meaning and identity, community would turn into something completely different, more along the lines of what Kaul has identified as 'society'. Therefore, community writing remains a site of experimentation and, by definition, open-ended. This is in line with Emerson's ideas on the writing of America. In Experience he speaks of a “new yet unapproachable America.” (41) It is unapproachable in the sense that it can never be fully attained. 'America' is more of a concept, an ideal perhaps, than a reality. And an ideal is what it should remain, Emerson stresses. That is why its national identity needs to be re-written over and over again, because it can not be pinned down. Emerson's idea of 'America' was of a country that existed in the imagination. It was an ideal. We have seen in chapter one, however, that literary critic Richard Poirier explained how there is no such thing as a stable form of America to be found, when the imagination is visited and there is no definive America to be written about. Emerson's 'America' is “unapproachable”, meaning that its identity is not stable, not fixed. This fluidity of identity also lies at the heart of The Confidence-Man. The identity of the confidence man is in no way fixed, which becomes clear throughout the novel, and this can thereby serve as a metaphor for the entire country. The concept of community, which we have shown to be at the heart of American literature, has that same quality. Community refuses to be pinned down. When an identity was affixed to the community at Blithedale, when its inhabitants were “forming their permanent plans” (460), it crumbled, as we have seen in the previous chapter. 






“The Greatest Poem”: Re-writing America

“The United States themselves are essentially the greatest poem”, Walt Whitman remarks in the preface to the 1855 edition of Leaves of Grass. (1212) This reminds us of Emerson's statement that America “is a poem in our eyes.” (41) The poem that Whitman calls “The United States” and that Emerson calls “America” is one that has yet to be written at the time these authors publish their works, the aforementioned 'American Renaissance.' The writing of this poem is intertwined with the writing of community, and in the previous chapters we have seen how the concept of community, as outlined by Jean-Luc Nancy and Giorgio Agamben, is represented in two novels from this time period. In Nathaniel Hawthorne's Blithedale Romance we have, for instance, seen how community is not communion. Community involves singularities, individuals that by their nature come together, forge a bond as they stand in communication with one another. Communion involves the immersion of these individuals into something that is bigger than themselves and which comes to define their identity. Hollingsworth's grand scheme of philanthropism was rejected in The Blithedale Romance, and community, that cherishes the individual, was championed. In Herman Melville's The Confidence-Man: His Masquerade, we have seen an emphasis on the fluidity of identity. We have equated the shifting identity of the confidence-man, who is impossible to pin down, with the fluid identity of community. Community is a freespace for experimentation, as has been argued in these previous chapters. By definition, it can have no fixed identity, for if it would, it would cease to be a community. This concept of community, that has been dealt with extensively already, is intertwined with Emerson's ideas on “the unapproachable America”, for America is, as community, “an unstated ideal”, in the words of A.N. Kaul. It is open for interpretation, and the writing of 'America' in literature involves experimentation much like the writing of community, as Jean-Luc Nancy would have it, would involve.
	This open-ended nature of the writing of America automatically involves its re-writing. While 'The American Renaissance' was the country's 'coming-of-age' period, accompanied by the literature of the era which sought to stake out its identity in the vein of Emerson's ideas on how this should be done, the specific form of these ideas made sure that the story was far from over when this era came to a close. In this chapter I will look at different artists, from the 1930's and 1960's, who have chosen to write 'America' and thereby give testament to the inherent experimentation, that the writing of community which is at its core entails.

The WPA
Community writing, which has been shown to be at the bedrock of American literature, involves inherent experimentation and a refusal to affix stable identities to such entities as 'America'. This contradicts community with society, as A.N. Kaul has shown in his treatise of the representation of the two terms in American literature. Society is represented as being about rules and regulations, institutions perhaps, that stifle the individual whereas community figures as “an unstated ideal.” (9) This distrust for institutions, and a love for the American individual, is apparent in Whitman's preface to his 'American Renaissance' classic Leaves of Grass as well:

Other states indicate themselves in their deputies...but the genius of the United States is not best or most in its executives or legislatures, nor in its ambassadors or authors or colleges or churches or parlors, not even in its newspapers or inventors...but always most in the common people. (1212) 

What makes America great are not its institutions, but its people. The people, the individual Americans, or rather the singular Americans when we refer back to Nancy, are the bedrock of this community. A society, if we recall the writings of A.N. Kaul, is defined by rules and regulations that stifle the individual. Community does the opposite, it is the place where singularities, individuals meet, because they stand in communication with one another by their very nature. The “common people” Whitman refers to are these singularities. The Americanism of the 1930's also has this 'return to the common American' at its core. Artists from this time, in line with the writing of an “ideal” form of America in the thinking of Emerson, sought to give their version of the country. They did so by looking at 'common' Americans.
	This movement was kickstarted in 1935 when president Franklin D. Roosevelt founded, as one of many New Deal work programs, the Works Progress Administration. Huge projects were undertaken with the WPA, such as the construction of dams and bridges, but a small part of its budget went to art programs, that sent artists all over America in funded theatre troupes, for example. Writer James Agee and photographer Walker Evans went into the heartland of America, to visit poor sharecroppers in Alabama and document what they found there, for their book Let Us Now Praise Famous Men, that ultimately came out in 1941. This book contains both text and photographs of the people the duo visited. They specifically set out to write about the America they found on their travels, which is the America of the common people. Cultural historian William Stott calls this WPA art project “America's awakening to itself as a culture” in his book Documentary Expression and Thirties America. (103) But, in light of the previous chapters, I would argue this is more of a re-awakening, for this is not the first time Americans set out to 'write' a national identity. This is inherent with the principles of community writing. There are a number of reasons Stott lists for this re-awakening cultural nationalism of the time: “(...) the Depression, America's isolation in a menacing world, the Russian and German examples(...).” (105) Art galleries would open up in small towns and many people who had never been to the theater could now enjoy a federally sponsored play. Stott claims: “The WPA artists were free to do what they wanted, but all they wanted to do was document America.” (idem) They wanted to give their version of America and they did this in a number of ways. This we can very much connect to Emerson's ideas, as he saw two different versions of America. One that was occupied by the United States of America, the actual nation state, and one that existed in the imaginary, an ideal version of the country. Richard Poirier said on this matter: “(...) America exists as a recurrent dream or myth that has inhabited the human imagination for many centuries and endures there still, free of any of the contaminations coming from its actual occupation by the United States.” (7) America in Emerson's writing “refers not to a place but to an idea, a myth that belongs to the world and can be visited in the imagination.” (idem) Therefore, the writing of America in Emerson's thought is very much the writing of this country that exists in the imaginary. Artists are free to share with us whatever they find there. William Stott constantly refers to “this” America in his book, by which he means the America that is conveyed in WPA art, such as the American Guide Series which were travel-books of sorts, about every state in America, or the plays by the Federal Theater. It is the country of the small American, the small towns, up until that point underrepresented and deemed uninteresting in American art. The WPA art projects convey a different, a very democratic version of America: “Whether historical or legendary, every fact is precious in this America. Each deserves the chance to be appreciated. It seems that virtually anything, however inauspicious, may be scenic or significant, and thus reward attention.” (Stott 116) The WPA art projects' artists thereby delve into America, into American heritage in an Emersonian move, and portray whatever comes up.

Woody Guthrie
What artists such as James Agee and Walker Evans come up with, the America they report on has, like the 'America' that was portrayed in the 'American Renaissance' works I have previously discussed, community at its core. Community as the opposite of communion whereby the individual is lost in something greater than itself. Nancy argued that the individual can not exist by himself. Community, whereby he stands in communication with other individuals, is his natural state of being. This does not mean the individual, or the singularity, is meaningless, however. We have seen this in previous chapters. This trait of community, underlying the writing and re-writing of 'America', is as essential to the 1930's works I discuss as to the novels by Hawthorne and Melville.
	Historian Richard Pells wrote, in his book Radical Visions and American Dreams – Culture and Social Thought in the Depression Years, how intellectuals in the 1930's, confronted with the realities of the Depression, sought to think outside the capitalist discourse of the previous decade, the 'roaring twenties' of president Hoover. Rather than simply pushing for economic reform, however, they came up with a more or less incoherent set of ideals that tried to synthesize liberal and radical ideals with one another. In stead of simply following Marx's economic doctrine as a counterpoint to the laissez-faire capitalism of the 1920's these intellectuals had a different approach. They stressed the importance of the collective and community in the face of capitalism, but on a cultural rather than a political level. Lewis Mumford , for instance, in his 1934 work Technics and Civilization looked at the impact of capitalism and industrialization on society. He concluded that both had eroded society and “the social experience”. As Pells says 

“(...) Mumford was identifying pastoral and medieval virtues with an 'organic' social experience — one in which men, whatever their economic deprivation, enjoyed a sense of harmony within themselves, with nature and their fellow men. Science and the machine had destroyed this happy equilibrium and so was fundamentally hostile to all the values associated with culture.” (Pells 106)

As mentioned before, the need for collectivity and community in the American 1930's was not essentially political but cultural. Most intellectuals had general left-leaning or Marxist sympathies, but were in no way following strict party doctrine. None of them, Pells notes, were ever affiliated to any of the official left-wing parties or party platforms. All of them tried to wed liberal ideals with Marxist theory and saw freedom in the collective. Belonging to a socially coherent community would bring about the inward harmony lost in a cold capitalist society and from that position bring human beings true freedom. These intellectuals try to “combine cultural criticism with political analysis, the 'social' insights of Marx with the individualistic values of liberalism.” (Pells 132) This mixed focus on the human and the economy is what Pells deems the “Americanization” of Marx.
	For ultimately the formation of community, and that is the important part, is done through an emphasis on the human. James Agee and Walker Evans' aforementioned Let Us Now Praise Famous Men, once again, would be a fine example of this. The text of the book is accompanied by photographs of the said sharecroppers. The photo's zoom in on the people's faces, are highly personal. The emphasis in the book is thereby both on the economic plight these people are in and on their 'human condition.' The photos are clearly aimed at not just representing us with an economic truth, but doing so by moving us, by presenting us with a very human picture. It is as William Stott says: “A document, when human, is the opposite of the official kind: it is not objective but thoroughly personal.” (7) Behind Agee and Evans' work is a human motive. It wants to instigate change by moving us, those who view its pictures. So the political, the bigger picture, is secondary to the human. The same could be said about the works of folk singer Woody Guthrie, who rose to fame through his appearances on the radio in the 1930's and 1940's. He was a communist, but in no way represented official party doctrine. He wrote columns for the party newspaper The Daily Worker, but was never an official member. His songs are not a cry for revolution per se, they are about human suffering. In “Dust Pneumonia Blues” for example he takes on the persona of a worker on the West Texas plains after the oil boom of the early 20th century. When the boom was over, the land was left barren and the dust storms began to blow. Guthrie sings: “Dust in my nose, dust in my hair. Dust in my nose and dust is everywhere. My days are numbered, but I don't seem to care.” The protagonist of the song has pneumonia, and knows his death is near. Through Guthrie's singing, we are invited to sympathize with this man, who has a wife and children. The emphasis is thereby, again, on the personal. The same goes for another of Guthrie's songs, “Jesus Christ.” He sings about Christ, who was laid in his grave by “that dirty little coward named Judas Iscariot” on the melody of famous folk song “Jesse James.” The emphasis is not on Jesus as the son of God, or even as a symbol of Christianity. Guthrie's lyrics are: “Jesus was a man, a carpenter by hand. A carpenter, true and brave (...)” as he represents him as a human being above everything else.
	This thesis is based on the fact that the writing of community automatically involves its re-writing. Because community is not fixed, it has to be re-affirmed all the time. Emerson's ideas on the writing of 'America' are very similar, as we have seen before. This particular form of 1930's culture, with its Americanism that has the human as its bedrock, is such a re-affirmation. As such it is reminiscent of The Blithedale Romance and community writing in the American Renaissance at large, in a number of ways. First of all, we should remember Hawthorne’s refusal to adhere to any strict form of politics, which is illustrated in the introduction as he denies to “put forward the slightest pretensions to illustrate a theory.” (379) This could be equated with what Pells calls an “Americanization of Marx”. There are definite tendencies in Hawthorne's work that suggest his sympathy for a, to use a general term, change. The author even 'confesses' to some socialist sympathies, but, and that is most important, these sympathies never cause him to lose sight of the individual. In Hawthorne, community is championed, but the individual is cherished as well. Community, as Nancy said, is based on singularities that, by their very nature, stand in communication with one another. They can not but communicate, the individual can not operate by itself. But that does not mean the individual is nothing, is merely a cog in a machine. In The Blithedale Romance, the character Hollingsworth has devised a philanthropic scheme, for the reformation of criminals. He calls this scheme “a purpose in life, worthy of the extremest self-devotion – worthy of martyrdom, should God so order it!” (463) He is willing to sacrifice his own life, and that of others, for the purpose of fulfilling his grand scheme. What is at play here is what Nancy has called communion, the dissolution of the individual into a greater whole, into an essence which defines him. Nancy connects this communion to death, as only in death can a communion between a singular being, a human being, and something bigger be truly complete. 
	But community is not communion, and that is what is made clear in Hawthorne's novel as well. Coverdale, the novel's protagonist, does not wish to go along with Hollingsworth's ideas, he does not believe in giving up his individuality for a grand idea, and their friendship goes awry. Hollingsworth ultimately ends up alone and embittered, because his scheme has failed.Nancy's distinction between communion and community is important, as community is about singularities, whereas communion is about these singularities being immersed in a greater whole. Both Hawthorne and these 1930's artists want to write 'America', but do so without losing sight of the individual. They have community in mind, and not communion.

Aaron Copland
The Americanism of the 1930's is also apparent in the works of composer Aaron Copland. Historian Sean Wilentz devotes a chapter of his book Bob Dylan in America to him, for there are parallels to draw between the two artists. Copland had started in the 1920’s as a modernist composer. He was considered to be part of the avant-garde, whose music was experimental and almost elitist in a way, for it considered itself to be ahead of the masses. The prevailing attitude among this avant-garde of American classical music was to look down upon American folk tunes and dismiss them as vulgar. But in the 1930’s Copland shifted his style and began to incorporate folk music, mostly songs from the Appalachians, into his compositions in the late 1930's. For his ballet Billy the Kid from 1938, for example, he used six cowboy songs, which he gathered from ethnomusicologist John Lomax's collection. These included the songs “Whoopie Ti Yi Yo”, “The Old Chisholm Trail” and “Old Paint” which were re-recorded in their own right a few years later by the aforementioned Woody Guthrie. Copland quoted from these songs, he used their melodies for his own compositions. This was a style he called “imposed simplicity” (25) as it was, for him, a return to a simpler form of music after his earlier avant-garde works. The aim of using these songs to evoke a character like Billy the Kid was to use “the poverty stricken tunes that Billy himself must have heard.” (Wilentz 26) As the backdrop to his work Copland chose to use the songs of a different era, his works were immersed in the world these folk songs conjured up. When he claims to want to use the songs “that Billy himself must have heard” he wants to immerse his composition in a world where this is actually the case, in a world where these songs come from. This is in line with Emerson's way of thinking. Richard Poirier remarks that, for Emerson “(...) America exists as a recurrent dream or myth that has inhabited the human imagination for many centuries and endures there still (...)” (7) Copland visits this Emersonian ideal America to come up with his compositions. The world of Billy the Kid, a mythical, 'different' version of America, is the backdrop to his tunes.
	At the same time the erstwhile modernist composer was becoming increasingly political. He was enthused by a more or less revolutionary spirit after attending a concert of his own compositions, organised by the Workers' Music League, that was affiliated with the Communist Party. A review from The Daily Worker, the newspaper Woody Guthrie also had a column in, was enthusiastic. Copland's “progress from (the) ivory tower” was praised. (Wilentz 19) The ivory tower was the elitist avant-garde which had been Copland's home base, and to descend from it was to join the masses, in stead of the other way around, as described earlier. The “imposed simplicity” of his new works, using folk songs previously deemed vulgar, was one way of achieving this goal. As Wilentz says: “The revolutionary artist's task was to help entwine the party with the fabric of national life by seizing upon these popular cultural forms (…) and infusing them with revolutionary élan.” (26) So Copland made a return to America, to an American art form, in order to instigate change. He did so in the service of the communist party, however, which would make him a champion of communion rather than community, when we stick to the guidelines of both these concepts as we have laid them out so far. But Copland disowns the fact that he was merely a tool of (inter)national communism. In 1949 he described himself as “(...) a democratic American artist, with no political affiliations of any kind.” (Wilentz 36) Now that might be an exaggeration on Copland's part, because he was definitely no un-political artist, but this quote might show that he is at the very least not an apparatsjik at the beck and call of the communist party. Perhaps his works were also more about community than strict party politics. This was not uncommon among artists of the time, as Richard Pells has noted. We see how Copland refuses his work to be determined by the communist sympathies it may or may not evoke. Perhaps Copland's Americanism, Copland's version of 'America' had community, rather than communion, at heart as well.

Bob Dylan
Starting after September 11, 2001, the day he coincidentally released his 31st studio album “Love and Theft”, Bob Dylan has opened his concerts by playing sections of Aaron Copland’s “Hoe-Down.” Wilentz opens his book by mentioning this remarkable fact. After the terrorist attacks on New York and Washington many in America wondered how Bob Dylan, who had once been deemed the ‘Voice of a Generation’, would respond. This was his answer. His turn to Copland’s form of Americanism in such a time is remarkable, as are the parallels between the two artists, in a number of ways.
In 1967 popular music was undergoing a huge transformation. The Beatles, who had made great, but fairly straightforward pop music up to that point, released Sgt. Pepper’s Lonely Hearts Club Band. It was full of experimental sound collages, incorporated sitar sounds from India and was clearly influenced by the mind-expanding effects of psychedelic drugs. The Beatles were not the only band who were going in this direction at the time. Jefferson Airplane released Surrealistic Pillow, with its druggy, dream-like lyrics and hazy guitar sounds and Pink Floyd put the nine-minute psychedelic jam “Interstellar Overdrive” on their debut Piper at the Gates of Dawn. The new, revolutionary sounds, the freedom it represented and the drug use it spawned, ushered in the hippie era and the ‘Summer of Love’. Bob Dylan, whose song “Like a Rolling Stone” had propelled him to the vanguard of musical innovation a few years earlier, had departed from this scene however. Although the youth movement called for Dylan to lead their revolution on the basis of his earlier albums, the Minnesota-born singer-songwriter wanted nothing to do with them. He was married and had returned to his home in upstate New York to become a family man.
	While he was there he did record, however, with the members of his former backing group. Robbie Robertson, Levon Helm, Garth Hudson, Richard Manuel and Rick Danko were once a rock ‘n roll band called ‘The Hawks’, but had backed Dylan on the England tour of 1965, made famous in the documentary Don’t Look Back by D.A. Pennebaker. They had started their own band, simply known as ‘The Band’ and were living in the same area as their former ringleader. In the summer of 1967, while the rest of the country was in turmoil, enjoying a summer of love or involved in race riots and protests against the Vietnam war, these musicians had a series of recording sessions in their house, called ‘Big Pink’. A number of these sessions would culminate in The Band’s first album and the rest would resurface some years later under the moniker ‘The Basement Tapes’. The music they made sounded nothing like the psychedelia of the time. In stead of going along with the increasingly experimental sounds of 1967, Dylan and The Band drew on American folk sounds for their material. The songs on the tapes, which would in 1975, in a compiled version, be released as an album, spoke of characters from American folklore and seemed based in a country that was at least a hundred years older than the actual recording date would suggest. 
	It is the country that rock writer Greil Marcus identifies as ‘The Old, Weird America’ in his 1997 book of the same name. He says it is “the playground for God, Satan, tricksters, Puritans, confidence men, illuminati, braggarts, preachers, anonymous poets of all stripes.” When we consider 'America' an empty signifier as we have seen earlier, and community as a site for experimentation, in literature or perhaps in music as well, this seems to be Dylan and The Band's version of the country. Marcus believes the songs are based in the community he describes as 'The Old, Weird America', which he finds on a different collection of music, the American Anthology of Folk Music. This anthology was a collection of rural southern folk songs from the early crisis years, 1927 to 1932, compiled by a man named Harry Smith. The 84 songs on the Anthology paint a mythical picture of America, inhabited by noble bandits walking alongside corrupted Puritans and weird carnival-folk. This land is criminal and holy at the same time. Edward L. Crain, a real-life cowboy from Texas, tells the story of Bandit Cole Younger, a member of Jesse James' gang, who gets arrested whilst trying to rob a Minnesota bank and is “a-wearing” his life away in a Stillwater jail. The Williamson Brothers and Curry sing the tale of John Henry, a mythical steel driving man, who lays train tracks when the steam-engine is invented. Henry refuses to stand down, is not going to be fired because of this new invention. He races a steam-driven engine to see who can lay track the fastest and according to the tale dies “with his hammer in his hand.” Some jugband instrumentals by Prince Albert Hunt's Texas Ramblers provide a carnivalesque mood. At the same time there are deep religious sentiments as The Carter Family describes with pathos how 'Little Moses' was laid in the river Nile and The Memphis Sanctified Singers sing in deep, Louis Armstrong-like voices how Jesus “Got Better Things for You.” The Reverend D.C. Rice furthermore declares, supported by his congregation, to be “on the battlefield” for his Lord, while Buell Kazee from Kentucky paints a grim picture of a father who finds his daughter hung from a rope, dead of love sickness over a cheating 'Butcher's Boy'. In this way, we are presented with a strange mixture of the holy and the horrible, a less than wholesome country.
	It is this country, Marcus claims, that The Basement Tapes represent. This idea of a different country in music is supported by the following quote by Bob Dylan himself, from his autobiography Chronicles: Volume One: “(Folk) songs to me, were more important than just light entertainment. They were my preceptor and guide into some altered consciousness of reality, some different republic, some liberated republic.” (34) This different republic is the land of Harry Smith's Anthology and is much older, and very different from the realities of the time The Basement Tapes were recorded. So both Dylan and Copland, in a time that is most revolutionary, perhaps both also to be considered part of a movement for change, although that could be contested, chose a 'return to America'. In what could be considered the most progressive of times, they chose to look back, or perhaps to take a look inside. Inside their own country and delve into its cultural heritage to come up with an artistic answer to the question what America should stand for. Both pick a “different country” of old folk songs as a backdrop to their work. Copland delved into John Lomax' song collection, Dylan used Harry Smith's. Copland used Appalachian folk songs as a means of instigating change in an era that was already rife with a very specific form of Americanism, Dylan paints a picture of 'The Old, Weird America' during the summer of love. This we can relate to Emerson's idea on the “unapproachable America”, as described in chapter one.
	In this context Greil Marcus also describes American Studies ,a novel by Mark Merlis. A sixty-two year old man named Reeve, the protagonist of this novel, remembers an English professor he once studied with, named Tom Slater. Slater is clearly modeled after F.O. Matthiessen, the aforementioned first American Studies scholar. Reeve says:

“The seminar, above all, that famous seminar of his, that he first had the audacity to call 'American Studies' – nowadays that means dissertations on 'Gilligan's Island.' But that wasn't what Tom meant at all. He never meant to study America, the whole shebang, in all its imbecile complexity. For him there were, perhaps, three hundred Americans in as many years. They dwelt together in a tiny village, Cambridge/Concord/Manahatta, Puritans and Transcendentalists exchanging good morinings, and Walt Whitman peeping in the windows. (Qtd. by Marcus, 91)

This is what Emerson meant as well. We quoted his statement that Aristophanes and Rabelais were also full of American history, as the ideal version of the country that Emerson found in the imaginary is not limited to any particular place or time. Puritans and Transcendentalists, that this quote talks about for example, lived about two hundred years from each other, but they dwell together in the imaginary land that is 'America'. America, “the whole shebang” is the actual country, the Emersonian 'America' is different. It was a land to be visited in the imaginary and thus to be represented in art. The Basement Tapes would be an example of such a representation.
	The fact that Emerson deemed this land “unapproachable” also indicates that its identity is not stable, not fixed. In the previous chapter we have seen how this is represented in American literature of the nineteenth century as we have related this to Melville's Confidence Man. This chapter emphasizes the fact that certain strands of community writing, as we have identified them in the previous chapters, are a re-curring phenomenon in American literature, by their vary nature. As community is a site for experimentation, and America “unapproachable”, as we have identified before, it makes sense that the impulse to write 'America' is an ongoing process. The notion of an unstable, perhaps fluid identity, is such a recurrent phenomenon in American literature and culture at large. Melville's Confidence-Man: His Masquerade has that very notion at its core, as we have seen in the previous chapter. In the 2008 motion picture I’m not There, directed by Todd Haynes, Bob Dylan is portrayed by six different actors who are all meant to represent the prolific singer-songwriter at a different stage of his artistic life or his career. Richard Gere plays the character ‘Billy the Kid,’ a travelling hobo who ventures upon a town called ‘Riddle,’ somewhere in America. It is a rather strange 19th century-styled town, where an unusual burying ritual of a young girl is accompanied by the hauntingly beautiful song “Goin’ to Acapulco,” solemnly played by a band with painted faces, dressed in American Civil War outfits. The idea for Riddle appears to be lifted straight from Marcus' description of the 'Old, Weird, America'. This portion of the film, the town of Riddle, is thereby dedicated to this undercurrent in Bob Dylan's lyrics, the specific form of Americanism which is not just, but perhaps most notably apparent on The Basement Tapes. Gere is one of the six actors who all play a different 'version' of Bob Dylan. Perhaps the most remarkable of these six actors are Cate Blanchett and Marcus Carl Franklin who, being a woman and a young African-American, are perhaps furthest from Bob Dylan in real life. But what this film does, among other things by letting Blanchett and Franklin portray the singer-songwriter, is show how complete the various disguises, the alter egos perhaps, of Dylan are. The movie seems to say that it is absolutely impossible to pin him down, to affix ‘Bob Dylan’ with a stable identity, up to the point where we are not even sure what gender he is and what skin-colour he has. This is representative of Dylan’s career. Starting out in the early 1960’s as a socially conscious folk singer in the vein of Woody Guthrie and Pete Seeger, he then transformed into a hipster poet who played rock ‘n roll, only to then become a family man all in the course of about eight years. The rest of his career would be no different, with perhaps his most radical identity-shift taking place in the late 1970’s when he became a Born Again-Christian. The changes are not just in appearance or outspoken beliefs, they are in musical content as well. Whereas he questioned, in the 1963 song “With God on Our Side”, the role of religion in many of the mass murders of human history, on these Christian albums of the 1970’s and 1980’s he declared to be “saved.” Liam Clancy, Irish folk singer, has called Dylan a “shape-changer” (Wilentz 9) and the different shapes he takes on are all radically different from one another. Hence the title of the Todd Haynes movie. The ‘real’ Dylan does not exist, he is in fact “not there.”
	This should remind us of Herman Melville's confidence-man. In the previous chapter we have seen how this character relates to the central points of this thesis. He takes on at least six different disguises throughout the novel. Disguises which are not only different on the outside, by the way they look, but on the inside as well. The confidence man's attitude, or character, seem to shift every time he changes his identity. This gives us the idea that identity is fluid. When there is no constant factor that determines the confidence man, who is he? He might as well be a she, we have no way of finding out. There are no definite markers we can put on him, we have nothing to label him with. This fluidity of identity can serve as a metaphor for the state of the entire country and Bob Dylan, like the confidence man, is as “unapproachable” as America itself.





















In 2009 NBC premiered the comedy series Community. In the pilot episode we meet de-barred attorney Jeff Winger, who has cheated his way through life. His Law degree from Columbia was actually from Colombia, and his license has been suspended. To get it back he enrolls in Greendale Community College, an adult education institution. A professor at Greendale is a man he once defended succesfully in a particularly tough case (he made a u-turn on a freeway to order Mexican food from the emergency call-box) and Jeff expects him to give him every answer to every test. The professor appears willing to do this, but only when Jeff hands over the keys to his Lexus to him. While thinking about this offer, the de-barred attorney meets an attractive woman, Britta, in the college cafeteria. He pretends to have started a study group in Spanish, so he can meet up with her at 16.00. Just before his supposed study group begins, Jeff decides to go along with the professor's plan. He gives him his car-keys and gets a sealed envelope in return. Envelope in hand he confidently makes his way toward Britta, who is waiting for him. It turns out, however, that Britta has invited a few more people from her Spanish class, and the room is full with students from all walks of life expecting Jeff to tutor them. There is Troy, a former quarterback whose injuries have prevented him to earn a football scholarship, and Annie, the girl who sat behind him in algebra class in high school but “got hooked on pills and dropped out.” Then there is Abed, who is a socially challenged walking encyclopedia of pop culture facts, Pierce, a very politically incorrect elderly man who has been divorced seven times, and Shirley, a recently divorced mother of two boys.
It does not take this diverse cast of individuals long to get into an argument. Accusations fly across the table, the atmosphere turns sour and Jeff sees his plans with Britta shattered. He then enters into a passionate speech, about forgiveness, and urges everyone to look at the person sitting next to him and say “I forgive you.” For that, the quality of compassion and forgiveness, is what makes us human, he says. Once everyone has forgiven one another, Jeff states: “You just stopped being a study group. You have become something unstoppable. I hereby pronounce you a community.” 
	After this grand speech, Jeff's plan falls through, however. Britta is on this scheme and lets him know she is in no way willing to go along with it. This angers Jeff, who is used to get everything he wants, and he furiously leaves the room, shouting he does not need all these people, because he has his test answers from the professor. Outside of the college, he opens the envelope he was given, and there are nothing but blank sheets. He has been tricked, and now he has not prepared for his first test, as he would have done with the study group he has just ditched. One by one, his classmates leave the building and sit next to Jeff. They decide to help him study, so he will still make the test. So even though he tricked them just to get with Britta, the study group remains, and Jeff's speech has meant something after all. This extremely diverse band of people, who have nothing in common, get together on the basis of the fact that they are all human beings. The quality of forgiveness, or compassion, that which makes them human, has indeed turned them into a community.
	And that is what Jean-Luc Nancy, whose ideas are at the basis of this thesis, means by community as well. I have shown how this concept has informed American literature from F.O. Matthiessen's 'American Renaissance' to the present day. In Nathaniel Hawthorne's The Blithedale Romance we have seen a refutation of communion, as the opposite of community. The partaking in a communion, in a greater whole such as Hollingsworth's scheme of philanthropy, renders the individual, or the singularity, obsolete. The singularity dissolves into something that is greater than itself, i.e. a nation or an ideal. Community is not this communion, it involves individuals who, by their very nature, stand in communication with each other. The space they share is the space of community. At its basis are love, friendship, mutual confidence. As The Blithedale Romance showed, once this basis is gone, so is the community. Hollingsworth and Coverdale’s falling out foreshadowed the end of Blithedale.
	Confidence has a double layer, however, as the analysis of Herman Melville's The Confidence-Man: His Masquerade has shown. It is needed for community, but once abused, it can be turned into trickery. The confidence man of Melville's novel managed to trick people out of their money in various ways. In the end, however, the satire worked in two ways. The novel does make fun of the people who are tricked by the confidence man, it is true. But the satire is really aimed at those who are too cynical to believe his fantastical stories. So although confidence's malign potential is recognized, Melville is not ready to give it up as a force for good, a force that could be at the basis of community. The various disguises of the confidence man are another interesting aspect of the novel in the light of this thesis. They suggest a fluid identity, because we are not able to determine who is at the core of all these disguises. The confidence man's alter egos are completely different, on the level of appearance as well as character, so we have no way of finding out who he actually is. I have argued that this fluid identity in Melville's protagonist stands for the fluid identity of the entire country. Ralph Waldo Emerson, whose ideas were at the basis of the 'American Renaissance' period in which both Hawthorne and Melville wrote their works, called America “a poem in our eyes.” What he meant was that its beauty, or rather its precise identity, are entirely in the eyes of the beholder. He deemed the nation “unapproachable”, by which he meant that its identity can never be pinned down completely, and the same goes for the confidence man.
	This is an indication that the concept of community lies at the very heart of American literature, as I have argued throughout this thesis. For community is, to quote A.N. Kaul, “an unstated ideal.” It is thereby the opposite of society, which has a well-defined set of rules and regulations, rules that stifle the individual. Community can never be pinned down, it is impossible to give it a definitive label, for then it would cease to be. The writing of community has this fluidity of identity as its basis. This writing happens in literature, claims Nancy. It is the opposite of myth, which writes the 'official' story, a foundational tale of a nation for example. Myth has stable notions of (national) identity as its aim, literature does the opposite. This is in line with the Emersonian notion of writing 'America'. For Emerson, there are two different America's. The first is the actual nation, the United States of America. The second is a mythical nation, or as Richard Poirier says,  America in Emerson's ideas “refers not to a place but to an idea, a myth that belongs to the world and can be visited in the imagination.” (7) This imaginary place is not bound to time or space. 'America', as an ideal, is open to interpretation, it is a site for experimentation in literature. 
	And that is why it needs to be re-written time and time again. As American national identity is fluid by nature, the search for it is a search with no end. There is no definitive 'America' and that is why its status has to be re-affirmed, its story has to be written over and over again. This re-writing has community at its root. This has become clear in the last chapter, when we have seen how artists from the 1930's, spurred on by president Roosevelt's funding, consciously set out to find America. They looked for it in the heartland, in the homes of the poor working men and women. Aaron Copland used an Emersonian mythical form of America as the backdrop to his music, as did Bob Dylan in 1967, when he wrote songs that were based in “The Old, Weird America”, to quote Greil Marcus. Bob Dylan is also interesting, because of the fluidity of identity that underlies his career, as represented in the motion picture I'm Not There. This fluidity is quite similar to that of Melville's confidence man, which ultimately leads to the conclusion that many of the traits of community writing we have identified in the two analysed novels of the 'American Renaissance' return in later works of American literature or, in a broader sense, culture.
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^1	 	My description of Fourier's ideas and his legacy comes from: Riasanovsky, Nicholas V. The Teaching of Charles Fourier. Berkeley, CA: University of California Press, 1969.
^2	 	He even orders Garret to be killed later on in the series, to be able to buy the gold claim back for a much smaller sum, in order to then sell it at a profit once more.
^3	 	An Intelligence Office is the 19th-century equivalent of an employment agency, as a footnote by editor Hershel Parker in the Norton Critical Edition to the novel indicates. (98)
^4	 	In episode 5 of Deadwood, Rev. Henry Weston Smith reads this part of the Bible at the funeral of Wild Bill Hickock, who had been shot in the back of the head by his gambling rival Jack McCall. Perhaps the reverend makes a plea for community here as well.
^5	 	And let us hope he continues to do so after the recent passing of the E-Street Band saxophone player Clarence Clemons.
